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CHAPTER I 
INTRODUCTION 
Music plays a tremendous role in the lives of all people--
all ages--all creeds. Music awareness and participative acti-
vity begin in the very early years of a child's life. Through 
music activities of many types in the classroom, a great deal 
of understanding and helpful information is transmitted to the 
teacher enabling her to better understand the child and en-
courage his interests and abilities. Only through relaxed 
freedom can the child display his musical interests, enjoyment, 
and sharing with others. 
As, in a changing world of advanced and progressive educa-
tion, all academic subjects are revised and taught with more 
meaning and benefit to the child, so music also has gone 
through a changing pattern and is playing a more important role. 
The purpose of this paper is to share with others a music pro-
gram which has been tried with first and second grade children. 
The music program consists of the following phases: singing, 
rhythm, rhythm band, creative music, listening, and music 
reading readiness. They are worked out in the order in which 
. 
they enter the lives of the chi~dren. 
CHAPTER II 
REVIEW OF RESEARCH 
CHAPTER II 
REVIEW OF RESEARCH 
Research ~ Relation to Singing 
When children anywhere are happy, it is very natural for 
them to sing with vigor, spontaneity and exuberance. As 
sheehyl cautions teachers concerned with developing skills, 
she writes that they must always keep in mind the fact the 
love of singing is of first importance and that specific train-
ing should be used only if they have the child's interest and 
cooperation. Teachers must be very careful to differentiate 
between improvement and accuracy, always encouraging children 
to listen to their own voices and to the voices of others. 
In her recent book, Myers2 points out: 
Children's voices are flexible to an amazing 
degree ••• the ordinary speaking voice of the pre-
primary and primary school child is characterized 
by its softness, clearness, and high-pitched qual-
ity. His singin~ voice should be of the same 
type. His 'play voice is essentially strident, 
harsh, and forced. It is the result of necessity 
and excitement •••• The soft, clear, high-pitched 
character of his speaking voice can be adapted to 
singing by (1) imitating the teacher and (2) sing-
ing well selected songs. 
Often teachers feel real concern in selecting proper songs 
for their groups to sing. Sheehy3 feels: 
lEmma Sheehy. There's Music in Children. New York: 
Henry Holt, 1946. P• 65. 
2Louise Kifer Myers. 
mentary School. New York: 
Teaching Children Music in the Ele-
Prentiee Hall, 1950. p. 31. 
\ 
3sheehy_,__Q • 9it !._,_p~p. 
2 
Many people are sePiously concerned about the 
kind of songs that are right for Children, and in 
their own uncertainty they tend to underestimate 
their own singing repertory. There are, of course, 
some songs that have a particular appeal and are 
every child's rightfUl heritage. But, if there is 
one thing that some of us have learned with respect 
to choice of songs, it is this: you can't be too 
sure in advance what a Child will or will not like. 
Sheehyl elaborates on this point: 
While there is great value in the song that 
has stood the test of time, we must also be on the 
alert for fresh contributions to the field. 
First of all, a song must be good musically: 
that is, it must have a lovely melody, one that is 
easy to sing yet unhackneyed •••• The rhythmic 
flow of a song is also important. .Is there suffi-
cient repetition of both rhythmic and melodic 
pattern as well as of content idea to make it a 
song that is easily learned and remembered? 
The music of a song is of more importance than 
the words. The content, nevertheless, should ex-
press a genuine emotion and in a Childlike way. 
The best songs come from real experience •••• In 
the last analysis, Children are our best natural 
critics. If they live in a rich musical environ-
ment, they acquire an almost uncanny ability to 
sort out the good from the poor. They may go 
overboard occasionally for an insignificant song, 
but in the long run their taste is reliable. 
Myers2 adds to her previous findings: 
Groups of people have crystallized their 
deepest emotions and keenest interests in songs. 
we can sing those songs and better understand the 
composers •••• Replete with facts concerning any 
of these groups, children can vicariously, but 
understandingly experience the same emotions that 
are expressed in the songs of the people •••• 
Singing is not only the means of individual emo-
tional expression, but is also the means of ex-
periencing the emotions and feelings of others. 
IIbid. I P• 61. 
2Myers, op. cit., P• 30. 
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Children in grades one and two should sing songs written 
in the treble clef. The range and tone quality of their voices 
should never to forced or strained. Gehrkens1 suggests that 
teachers: 
Select songs that are short with easy intervals. 
Let the teacher sing the song in a light voice, ab-
solutely true to pitch, several times. Have all the 
children try to sing the entire song, once or twice. 
Some will not do it very well but they should, never-
theless, be allowed the fun of trying. Then the tea-
cher should sing the first phrase several times, the 
children imitating as well as possible ••• do not wait 
until the first song is perfectly learned before be-
ginning another one •••• In the case of longer songs, 
it is well for the teacher to sing the entire song 
several times each day for several days before chil-
dren attempt to sing it at all. 
In deciding whether or not to learn a certain song, Myers2 
feels it is essential to check range and difficulty of song; 
check to see of the rhythm is smooth and flowing; also see if 
the song is the proper length; are the words of the text worthy 
and easily sung; do children like the song; does the music 
qualify as good music; do you as a teacher enjoy its repetition; 
if so, it is a good song and worthy of being sung. 
The current revival of folk songs offers an unlimited 
source for exploration. They have withstood the years because 
of their simplicity and singability. They are heard frequently 
on radio, television, and recordings. Parents, with the chil-
dren, may enjoy them. 
1Karl w. Gehrkens. Music in the Grade Schools. 
c. c. Birchard, 1934. P• !33. 
2Myers, op. cit., P• 38. 
Boston: 
=====================-~-=-==~~~==~=-~================~===~~-= 
Songs in other languages provide a wonderful educational 
opportunity, also a human relations value of promoting better 
understanding gmong peoples. Songs like Frere Jacques and 
Il Etait ~ Bergere delight children. If teachers may bring 
to their children some of this music literature their lives 
will be made that much richer. 
A fund of songs should be begun early and added to from 
time to time, an ever increasing wealth of musical experience. 
One son~for instance, might cover a multitude of experiences. 
New words will grow out of new needs, and gradually the crea-
tive process begins. 
As Myersl says, singing must be musically well-rounded. 
Children should learn a variety of forms, moods, and melodic 
and rhythmic patterns. Some should be humorous, some imagina-
tive and many realistic. 
It is important for children to understand words and their 
meanings in order for them to enjoy singing. 
Accompaniment is not essential for teaching songs. If 
the teacher can sing accurately with a clear voice, so much 
the better, if not, it is well to play the melody on an instru-
ment. The accompaniment should be well done and should serve 
as background music--never drowning out the children's voices. 
The teacher must be careful not to play songs entirely in the 
1 Myers, op. cit., P• 38. 
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key o~ c. Because it is easy ~or the teacher to play hardly 
makes it a legitimate reason. 
songs have been written to be sung, much time is often 
ill spent in lengthy preliminary explanations. Pleasant, re-
laxed surroundings are essential i~ children are to develop a 
real love ~or singing. I~ teachers care less about the teach-
ing of singing at this early stage and give many opportunities 
to experience the joy and thrill of singing, the results will 
be very gratifying. 
Hoodl reminds teachers that: 
It is usually best to wait until the children 
know the song thoroughly and can sing it well be-
fore introducing rhythmic action. Once the action 
is suggested, it becomes the center of interest, 
and from then on it is difficult to make any im-
provement 1n the singing of words and music. 
singing is perhaps one of the most important activities in 
the music program of the first and second grades because it 
gives the children the opportunity for self expression, it 
enables children to use the one instrument of music they all 
possess, their voice. 
Good singing, says Myers,2 is characterized by: 
High clear voice quality, correct tune, phrasing, 
tempo, enunciation, and pronunciation, and by evi-
dences of enjoyment and understanding on the part of 
the singers • 
1Marguerite v. Hood and E. J. Schultz. Learning Music 
Through Rhythm. Boston: Ginn and Company, 1949. p. 1. 
2Myers, op. cit., P• 68• 
=====lil==--- --- ------
Children learn to sing by singing. It is the responsibil-
ity of all teachers, not first and second grade teachers alone~ 
to plan musical experiences and activities that will enable all 
children to use their God-given instrument, their voice. 
Research ~ Relation !2 Rhythm 
In discussing rhythms, as we think of the human body re-
sponding to music, there is much to consider. We should have 
a definition of the word to be able to utilize what it has to 
offer. 
Myers1 interprets rhythm as: "Rhythms are those physical 
motions that are motivated, controlled, or directed by music." 
She also goes on to state that: "Movements can describe 
feelings most effectively," and that "During the first and 
second grades rhythms should be completely within the realm of 
feeling and response." 
Mursell2 expresses it as: "Rhythm is the living part of 
the whole which constitutes music," and "Rhythm is most con-
vincingly experienced and most surely learned in and through 
bodily movements." 
Gehrkens3 puts it very clearly when he says, ,.The word 
!Louise K. Myers. 
tary School. New York: 
2James L. Mursell. 
Ginn and Company, 1948. 
Teaching Children Music in the Elemen-
Prentice Hall, Inc., 1950. p. ~2. 
Education for Musical Growth. 
P• ~03. 
Boston: 
3K. w. Gerhkens. Music in the Grade Schools. Boston: 
======#-J h _ C~_ Bi~~~ and G_O_!!l ~y_,_l934 • -!_ID02 • 
rhythm means 1flow 1 and flow implies movement, Rhythm in music, 
therefore, always means movement." 
It is becoming evident, therefore, that this rhythm re-
sponse we speak of has great educational influence on a child's 
mind and body. It definitely aids in developing self-control, 
grace, poise, and a sense of well-being. 
It is said that all normal beings have rhythm in them and 
this rhythm can be developed through use of free, large, muscu-
lar movements - and, of course, these are stimulated by music. 
It is interesting to realize that rhythm interest in chil-
dren develops long before any school age. A baby swings objects 
in his crib and is rocked by his mother. Nursery rhymes have 
rhythmic value and appeal to very little children. As the 
child grows his boyd jumps, claps, climbs, swings, runs, stamps. 
These activities may take place in back yards, long halls, 
pavements, open spaces in roams. Apparatus used may be swings, 
see-saws, slides, rope ladders, merry-go-rounds. Then we have 
apparatus appropriated by children themselves, such as fences, 
boards, planks, low walls, curbstones, steps, and boxes. 
To confine the activity to the classroom there are sug-
gested responses such as clapping, marching, trunk movements 
(swaying and bending) as well as musical games and dances which 
encourage free rhythmic movement. These may be folk dances and 
singing games. It is a good teacher's duty to provide many 
opportunities to encourage rhythmic responses. 
8 
To get a little more definite meaning of rhythm, the 
authors Sal, Douthett, and Stevens1 say, 
Rhythm activities are those activities · in 
which the child responds physically, mentally, 
and emotionally to music or rhythm. 
Some simple advice for use in developing rhythms is as 
follows: 
1. Try to develop the child 1s sense of rhythm. 
2. Make the activities informal. 
3. Try to give many opportunities within the class-
room period for having children move to music. 
4. Try to provide a great deal of variety. 
5. Encourage originality and creativity. 
6. Above all, try to see that there is utmost 
enjoyment in rhythmic activities. 
It is well to r .emember what Dykema and Cundiff2 believe: 
Fortunately almost everybody has some rhythmic 
feeling so that the teacher's problem is not the 
creating of a feeling for rhythm but the extending 
and refining of it. 
Perkins3 offers an excellent description of a child's 
response to music: 
1salt, Douthett, Stevens. Teaching Physical Education in 
the Elementary School. New York: A. s. Barnes and Company, 
1942. P• 188. 
2Peter W. Dykema and Hannah M. Cundiff. New School Music 
Handbook, A Guide for Teaching School Music. Boston: c. c. 
BircEard and Company, 1939. p. 133. 
3clella L. Perkins. How to Teach Music to Children. 
9 
Hall and McCreary Company, 1936. P• 32. 
=========*~~-=-=-=-=-========~-=--~=-~~=====================-==~==-=-==========~==-----
1.0 
-~=-=-=-=-=-c.==n===---'===-=-=-=-=====--=-=--================== -c===~--===#=--=--=--=---
At first, in free expression, the movements and 
attitudes of the children are not very true to the 
character of the music. They are often crude but as 
more attentive listening and freer imaginative re-
sponse is developed, the result of this practice be-
comes more satisfactory. 
He1 also clarifies somewhat the teacher's role in the 
following: 
The teacher should also lead the children to re-
cognize and interpret in their own way other rhythmic 
motions and sounds of familiar things and activities. 
--The chug, chug, of a locomotive, -the movements of 
pumping, the swing of a pendulum, and running without 
forward movement. Children enjoy doing these things 
and quickly learn to interpret various rhythms. 
Rhythms for Children can be either natural or imitative. 
we consider natural rhythms those that are characteristic of 
children in their everyday experiences, such as walking, 
running, skipping, and jumping. Imitative rhythms are those 
imitating familiar or imaginary beings, animals, or objects. 
The motions resulting may be galloping ponies, dancing fairies, 
mother sweeping or ironing, elephants walking, rabbits hopping, 
trees swaying, and numerous others. As Sheehy2 puts it: 
"Children's ideas and their urge to sheer physical activity are 
a much more powerful and vital stimulus than any music we can 
offer." 
A very enjoyable and valuable means of applying rhythm is 
moving to son~s which the children sing. Of course, the chil-
1Ibid. I p. 32. 
2Emma Dickson Sheehy. There's Music in Children. New 
York: Henry Holt and Company, 1946. p. '72. 
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dren should be thoroughly familiar with the song before applyin 
rhythm to it. The teacher should encourage the children to 
create their own responses. If the music is about a clock~ 
they might sway like pendulums, if it is about a cobbler, they 
may go through the motions of h~ering nails. 
To sum up the importance of rhythms with children, it will 
be well to quote Hoodl at this point: 
The first and most natural rhythmic response for 
anyone, whether child or adult, is a simple, free 
movement made to the underlying rhythmic swing of 
music. Before a real study of rhythm and rhythmic 
patterns can begin successfully, it is necessary for 
a person to reel this steady swing in the music he 
hears, and allow his muscles to respond to it spon-
taneously. 
Research ~ Relation ~ the Rhythm ~ 
A means of enjoyment and emotional outlet for little chil-
dren is the rhythm band. In the primary grades, provision 
should be made for happy participation in rhythm band activi-
ties. Through such participation, a sense of rhythm is devel-
oped and provision is made for listening which leads to musical 
growth. A great deal of musical development results through 
early participation in the rhythm band. It aids in enriching 
music vocabulary and builds interest in experimentation with 
sounds of instruments. In many cases, it is an incentive to 
1Marguerite v. Hood and E. J. Shultz. Learning Music 
Through Rhythms. Boston: Ginn and Company, 1949. P• 26. 
~~====--~~ ====================================================~======== 
enjoy and take part in bands and orchestras in later school 
life. The rhythm band aids in encouraging self-expression. 
Hood and Schultz1 express the purpose of the rhythm band very 
well: "The aim of the rhythm band is to develop the children's 
feeling for the :rhythmic swing of the music and their ability 
to make muscular response to it." 
In discussing the pleasurable purpose of the rhythm band, 
Fox a.nd Hopkins2 offer: "Freedom in expression of mood and 
beauty through the medium of music, language, or art ranks 
first in importance---analysis comes later." 
The teacher must be well informed in the value of sound 
and motion to children and she should enjoy it herself to be 
able to provide a good rhythm activities program for the chil-
d:ren. 
Children's awareness of and for sound starts in his infant 
months. He drops things out of his carriage or crib. The 
sound the object makes as it hits the floor appeals to him. 
Little children enjoy pleasant sounding rattles and different 
types of bells. They are pleased with the simple sound devices 
such as tiny bells sewed on elastic tape and slipped over the 
wrist and sealed boxes filled with small objects which produce 
sound when shaken. Plain, ordinary kitchen pots and pans are 
a delight to little ones, and running a stick along a fence is 
!Ibid. , p. 15 • 
2Lillian M. Fox and Thomas L. Hopkins. Cre~tive School 
Music. Boston: Silver Burdett Company, 1936. p. l23. 
a common appeal to children. They enjoy the pleasant feeling 
of the vibration. Sheehyl expresses it: 
Sound and rhythm are not in themselves music, 
but they are the stuff music is made of. Children 
are sound-conscious - acutely sensitive to all the 
elements of sounds. If we wish to have real mean-
ing in their lives, we shall educate through this 
interest. 
In planning a rhythm band program, it must be remembered 
that instruments should be o,f good quality. It is better to 
buy few instruments at first and have children get acquainted 
with them before adding to them. The children should have 
immediate contact with the instruments and in the plaru1ing of 
the band. Murse112 feels: 
The aim is not to produce a good performance 
for its own sake, but to foster musical growth and 
musical responsiveness and this is best brought 
about by the children's own experimenting, choosing, 
and purposing. Here, as always, it is a capital 
mistake to sacrifice developmental fruitfulness for 
the sake of an immediate and quick result. 
Mursell3 states: 
Again, the children should be encouraged to 
take a great deal of initiative in planning the 
ensemble and choosing which instruments to use. 
The reason for this is not some mystical respect 
for the creative impulse or for personal choice. 
It is simply that if the pupils have to make up 
their minds what to do, their attention is force-
fully directed to the music itself, and to its 
rhythmic contour and pattern, which is just what 
is desired. 
lsheehy, op. cit., P• 17. 
2James L. Mursell. 
Silver Burdett Company, 
3Ibid., p. 222 • 
Music in American Schools. 
1943. P• 2'72. 
New York: 
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creativity plays an important role in the use of rhythm 
instruments. Awareness of loud and soft, high and low, slow 
and fast arise through the clever guidance of a teacher in 
applying rhythm instrument technique. All this may lead to 
ideas of the children in matters concerning the music perfor-
mance. It goes even further, in that it leads to the creating 
of original music for the class band. Gehrkensl advises: 
such original inventions and suggestions should 
always be encoUJ:>aged even though the results at first 
seem crude to the point of worthlessness. It is 
through original creating that one learns best of all, 
and there are many types of creative effort which may 
be used entirely legitimately during the music period. 
In justifying favoring the rhythm band activities, Meyers2 
writes: 
Obviously, participation in rhythm bands is a 
delightful means of developing a sense of rhythm •••• 
Growth and musical taste and ud ent resulting from 
p anning t e scores of compositions and the concen-
trated listening justifies a rhythm band. Further 
justification is possible when it can be shown that 
participation in the rhythm band leads directly to 
participation in elementary school bands or orchestras. 
In discussing some of the rhythm instruments, the drum is 
of importance in introducing rhythm to children. There are 
many characteristics about the drum whiCh the children can dis-
cover themselves. It can be played on sides and edge. Vibra-
tion can be felt with the hand and it can be seen by putting 
1K. w. Gehrkens. Music in the Grade Schools. Boston: 
c. c. Birchard and Company, 1934. p. 114. 
2Louise K. Meyers. 
tary School. New York: 
Teaching Children Music in the Elemen-
Prentice Hall, Inc., 1950. p. 96. 
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small particles of sand on the head and watching it move. Dif-
ferent drums have different sounds. One's hands may be used 
in various ways to play a drum. 
To mention some of the instruments in making up a rhythm 
band, Fox and Hopkinsl suggest the following list: 
1. Small cymbals of good quality with enough cup 
to give resonance. 
2. Six or more jingle bells of substantial make 
and good tone. 
3. Two or three Chinese wood blocks, each of 
different pitch. 
4. One maple bar xylophone. 
· 5. One or two tambourines. 
6. One pair of castanets on a handle. 
7. One or more small triangles. 
8. Small chime pipes or xylophones tuned to the 
scale or standard orchestra bells. 
9. Rhythm sticks. 
10. sand blocks. 
11. Rattles. 
As has been expressed before, each child should become 
familiar with the sound and feel of all the instruments and 
participation in the rhythm band should be spontaneous. 
Fox and Hopkins2 write: 
!Lillian M. Rox and Thomas L. Hopkins. Creative School 
Music. Boston: Silver Burdett Company, 1936. p. l6l. 
2 Ibid., p. 139. 
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The important point is that the program per-
formance should always be the outcome of natural 
daily work conceived, developed, and possessed by 
the children themselves. 
The rhythm band activity may involve the blending of the 
curriculum. This is made possible through the making of in-
struments by the children. A great deal is gained through such 
an activity. It brings in new knowledges, develops social 
harmony and results in satisfaction and a deeper appreciation 
for and of the instruments. Meyersl tells us: ~lhen children 
make their ovm instruments, they get additional fun out of 
using them." 
Finally, Dykema and Cundiff2 describe the purpose of the 
rhythm band: "The rhythm band is primarily a device for 
strengthening children's rhythmic sense:--not creating--for 
nature .must have taken care of that--but strengthening it." 
Research in Relation to Creative Music 
........................ ....;..,.-_ --- .-....---
No music program can be considered complete which does not 
put some emphasis upon creative expression, It is important 
that ·the teacher and music staff plan together for a close unde 
standing of just what is to be accomplished by way of promoting 
creative expression in the entire music program. 
lMeyers, op. cit., P• 96. · · 
2peter W. Dykema and Hannah M. Cundiff. 
Handbook, A Guide for Teaching School Music. 
Birchard and Company, 1939. p. 129. 
New School Music 
Boston: c. C. 
·1_6 
creative expression is not confined to any one area. 
However, maturity and background are important factors. A 
comprehensive program for young children deals with individuals 
and their total development. It is vitally important to en-
courage creativity in order that each child may better develop 
his personality. Teachers must give many opportunities for 
children to make choices, to develop their own initiatives. 
Teachers also must give guidance, but not indoctrination of 
ideas. 
Teachers are anxious that children have the opportunity 
of making choices. They may not expect to tell children what 
to think or what to do. Children must feel acceptance by the 
teacher and the group. In developing resourcefulness and ini-
tiative in the thinking of children, teachers must be receptive 
to any contribution which children wish to make. One should 
not be tied to a lesson plan. Contrib~tions made by the chil-
dren should be capitalized on to £urther social stimulation and 
interest. Teachers must guard against thinking there is a 
"best way" to teach anything. Methods and materials may prove 
impedimentia when the real purpose is to guide children into 
certain learnings for musical growth. 
Fox and Hopkinsl illustrate this point: 
Creative individual and group expressions in 
music can be increasingly attained only as teachers 
consciously aid children to live more adequately in 
lpox and Hopkins, op. cit., P• 189. 
':1'7 
an environment that encourages the desire, stimu-
lates the meanings, and furnishes the techniques 
necessary to growth. 
In the modern school, teachers hope that music will con-
tribute in some manner to the total growth of all children. In 
order to provide for total growth, Children should be completel~ 
relaxed and they should have many opportunities to explore and 
express themselves through music. 
creative music activities have their beginnings long be-
fore the Child enters school. Make believe play continually 
calls for imitative sounds, for example, the shrill siren of a 
new fire engine, the whir of the propeller on an airplane, the 
calls of Indians and cowboys, the "choo choo" of the train and 
countless others. Children love to experiment and discover 
what strange noises they can make. As their motor coordination 
further develops, running, jumping, skipping, galloping, hop-
ping, clapping, walking, take the form of the simplest of 
rhythmic responses. These are just a very few of the musical 
activities in which little children express themselves. 
Since music is such a fundamental part of children's lives, 
teachers must provide a happy environment in which children may 
feel free to participate either with the group or individually. 
It is essential, too, when children must live in groups, 
that they have opportunity for vigorous play and activity in 
order to relieve tensions. Constant quietness and inactivity 
will create tense and overly stimulated children. 
:18 
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1 Hubbard emphasizes this principle: 
Motion is essential to six year old children. 
Balance and flexibility in both body and thought are 
gained through creative expression in music with a 
freeing of imagination and of dramatic qualities. 
All of the children in a group are drawn into active 
response. Independent creation follows, with happi-
ness shining on the children's faces. Their bodies 
and often their voices interpret what the music means 
to them--fast, slow, high, low, straight, round, loud, 
or soft. Their responses are dramatic. Building 
from their experiences, the sixes connect the real 
and the imaginative. They become boats, bridges, 
rocks, buoys, birds, fish, animals, trees, flowers, 
trains, signals, steam rollers or shovels, cement 
mixers, workmen, and other things~ Often words are 
sung to accompany these dramatic body manipulations. 
The incentive for children to create music may come as a 
child's suggestion, the teacher's suggestion, or perhaps the 
group as a whole may think it fun to create a melody. The 
stimulus· might come during the play period, perhaps come from 
a story, poem or picture, or words suggested by a child. 
Hubbar~points out: 
Songs are not always composed during the music 
hour but may come at other times; perhaps after a 
trip, during a discussion period, when the children 
are ·building --with blocks or playing outdoors, paint-
ing, or working with clay~ The songs composed by 
the sixes show their feeling of belonging, of impor-
tance, of social acceptance, and of freedom to ex-
press themselves. Children, with this release of 
their thoughts, words, and actions, never need feel 
afraid to speak. They are liberated through self-
expression and appreciation of others. 
lElizabeth Vernon Hubbard. Your Children At School. 
New York: John Day Company, 1942. P• 65-66. 
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An example o~ this type o~ spontaneous song was illustrate 
by Fox and Hopkinsl: 
Our playhouse needs a good strong roo~. We'll put 
some shingles on it. 
The children were building a playhouse, and they 
hummed and sang as they worked. They had learned 
many songs from "The Music Hour't book about Mother 
and Father •••• They wanted to sing about everything 
they did, rund so composed this song to tell the story 
of an urgent need. The children brought shingles to 
school and the roo~ of their house was laid. The 
song was sung to the rhythmic swing of the hammer. 
The freedom to express ideas melodically with no inhibi-
tions is of primary concern in the early stages of creativity. 
By the very spontaneity of their nature, these first songs have 
inimitable charm. 
In her work with young children, Sheehy2 observes: 
Some of these first songs have a charm and fresh-
ness all their own, but their importance lies not so 
much in their intrinsic musical value as in what hap-
pens to the child as he sings them. We may choose to 
record a few of them quietly and unobtrusively, or 
help the child to find them on an instrument, and then 
sing or play them back to him. If this procedure 
serves to stimulate him to more music-making, well and 
good; but if, as happens many times, the adult takes 
to refining and polishing the product, or if the child 
becomes unduly conscious of his own genius and basks 
in the reflected glory of his creation, it is obvious 
that it is not only his musical development that 
suffers • 
.. lFox and Hopkins, op. cit., p. 210. 
2Emma Sheehy. There's Music in Children. New York: 
Henry Holt Company, 1946. p. 56. 
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It is important that these beginnings of music 
making should focus on the constant encouragement 
of ·this way of expressing himself and not on the 
product itself •••• What is important is not the 
preservation of any special song that a child creates, 
but the preservation of a way of life that will keep 
on inspiri-ng him to experiment freely. 
Fox and Hopkin,1 clearly outline the ways in which childre 
usually create their songs. These may come under three main 
headings: (1) words and melody together, (2) words first, 
melody later and (3) melody first, words later. 
Many of children's first attempts in expressing the pure 
enjoyment of the rhythm come under the heading, words and 
melody together. In his play the child may feel the rhythm of 
his own pounding, hammering and drumming. Sometimes he hums 
and sings to himself as he plays. It is not the end result or 
product which thrills the child, but rather the satisfying ex-
perience of creating the song. Songs created in this manner 
are most difficult for the teacher to record, because she must 
remember both the wards and the tune. Often the child is unable 
to repeat the tune exactly as given, and if asked, it may stop 
the creativity altogether.2 
The words first, melody later type of song may come from 
an original poem or a poem read by the teacher, or perhaps a 
group reading chart. Oftentimes in a group effort a child will 
!Lillian M. Fox and Thomas L. -Hopkins. Creative School 
Music. Boston: Silver Burdett Company, 1936. P• 47. 
2 Ibid., P• 48. 
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volunteer or make a suggestion where he might never feel free 
to do so individually. In selecting familiar poems for melodic 
creation, they should be ones which are enjoyed by the children, 
should be familiar to them, and not too long in length. One or 
two four line stanzas should be the limit. If a poem is 
rhythmical, it will lend itself to melodic creation.l 
Creative melodies may have their beginnings in answers 
sung by children to a melodic question by the teacher. Chil-
dren also enjoy singing original words to familiar melodies. 
Fox and Hopkins2 make an interesting observation: 
As a very simple approach to more discriminative 
listening, the teacher played on the piano the accom-
paniment to the song "Bow-Wow-\~ow" from 1The Music 
Hour in the Kindergarten and First Grade'. She played 
the first two measures with marked accent, the third 
very lightly, and finished with heavier accents on the 
fourth measure. The music was new to the children. 
After listening to it several times, they began sing-
ing what the piano had said to them. 
~~ ---~ --i- ---i -.-s [J e r 
Boom, boom, boom, Boom, boom, boom, boom 
Jingle, jingle, jingle bells, Boom, boom, boom 
The important thing to remember in any type of creative 
work is not the method, but rather to encourage and stimulate 
1 and 2Fox and Hopkins, op. cit., P• 53, 209. 
=====#==--,-==--=-=-=-==-=---=--=--~=====-===-=-= ====~-==========-== --· 
22 
23 
==========4~=~--=~-===========-=-==~=================~~~~=--===============9F======== 
the child to further effort and creativity. 
This is very ably expressed by Gehrkens:l 
Everyone loves to make things. And what fun 
it is to make beautiful things. ~Vhat a motivator 
original work may become. And how dull and blind 
have we teaChers been not to have taken fuller ad-
vantage of this--dare I defy the modern psycholo-
gist and call it by its old name--instinct. The 
fostering of the creative instinct is to a large 
extent an individual matter. Vlhen something worth-
while is done it is always because some teacher of 
fine taste and discernment stimulates some group of 
children to use their imaginations in doing some-
thing original. There is no fixed method that is 
better than all others ••• if the work is done in 
stereotyped fashion, it has but little value and 
might well be left out in favor of other types of 
activity which produce reasonably valuable results 
even when conducted by means of formalized methods. 
some teachers ought probably never to try to direct 
creative work at all, and in many school systems 
conditions are such that very little can be done. 
But in places where teachers and supervisors have 
proper educational ideals and reasonably high grade 
artistic sensibility, the work may have perfectly 
enormous consequences both from the standpoint of 
stimulating interest in music and of giving children 
invaluable training in the art. 
1 Karl Wilson Gehrkens. Music in the Grade Schools. 
Boston: c. c. Birchard, 1934. p. 98. 
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Research 1a Relation !£ Listening 
Listening and appreciation are so very closely related, 
they are almost synonymous, especially in planning a musical 
diet for small children. Meyersl points out in her recent book .. 
In the new schoo~ children become aware of 
music, experiment with it, and get acquainted with 
it through a variety of experiences. The relation-
ship between the two--children and music--is fos-
tered by those who believe that children should be 
aware of the number of ways in which music can add 
to their enjoyment of life. 
As children became aware of, experiment, and get acquainte 
with music, their musical understanding grows. 
Mursell2 states that we must be ever mindful that we are 
dealing with a process of musical growth, and not an accumula-
tion of knowledge. 
In the modern school, the music program is so planned that 
If the aims and purposes of music education are 
identical, ultimately, with the aims of education 
in general, music is but another, though powerful, 
!Louise Kifer Meyers. Teaching Children Music in the Ele-
mentary School. New York: Prentice Hall, 1950. p. 4. ' 
2James L. Mursell. Education for Musical Growth. Boston: 
Ginn and Company, 1948. P• 121. -
-3Lilla Belle Pitts. The Music Curriculum in a Changing 
World. New York: Silver Burdett Company, 1944. p. 44. 
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means of making a difference in the way Children 
conduct themselves and their lives; what they are 
inside of themselves and what musical expression 
can do to enlarge the personalities and enrich the 
social living of all, not just a few children. 
In any listening and appreciation program it is essential 
that children hear good music and develop good habits of 
listening. Mohlerl states: 
A period of quiet listening should occupy part 
of every music period. The teacher has nothing to 
do with the natures of the children. He may, how-
ever, do much toward creating a right environment 
for them. This environment has much to do with 
forming their life interests. When good music is 
played, even without comment, the children are 
brought into contact with beauty, and a favorable 
environment is created. This beauty of music is a 
spiritual beauty, and may, therefore, be intuitive-
ly felt. 
Mursell and Glenn2 hold to this point of view: 
Music appreciation is not a special type or 
department of music work; it penetrates every de-
tail of music education; specifically it means 
far more than just listening. 
Mursell and Glenn3 add to their above findings: 
The three types of listeners recognized by 
Weld are (l) the motor type, Characterized by 
strong physical reactions to music, suCh as beat-
ing time, singing, or whistling; (2) the emotional 
type, which varies all the way from persons whose 
primary reaction is coolly critical to those who 
are dominated by a volatile and potent mood when 
listening. 
!Louis Mohler. Teaching Music From an Appreciative Basis. 
Boston: c. c. Birchard, 1927. p. 17. 
I 2.rames L. Mursell and Mabelle Glenn. The Psychology of" 
'~ School Music Teaching. New York: Silver Burdett Company, l93l 
p. 16'7. ll ~ , 3Ibid~. 113. 
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In developing appreciation work, it is of vital importance 
to see that good tone is used, that the music is musically good 
and that the selection is related in some manner to cbild~en 1 s 
activities or interests. 
During the listening period, children should be seated 
comfortably, but with the idea of not keeping them too long a 
time. It is well to begin with a selection that is familiar, 
avoiding conversation while the music is played. When the 
music is completed, an opportunity for expression, either 
through activity or conversation, must be given. In many in-
stances, it is profitable to encourage rhythmic response with 
free bodily movement. 
Mursell and Glennl conclude: 
We do not believe that appreciation can be 
properly taught at all unless the element of 
rhythm is properly handled in listening, per-
forming, end creating.... In a great deal of 
listening, the pupil should be encouraged to 
respond to the rhythm in terms of free, large, 
bodily movement, stepping it out, skipping or 
dancing to it, or inventing a rhythm game. 
Expression through the media of art may prove to be a 
satisfying experience for the group. 
In order to nurture and develop musical gro~~h and under-
standing, it is important to develop some basis for interpre-
tation. This may be accomplished by guided listening. Give 
children something definite to listen for. Unless direction 
for specific listening is given, attention may easily be di-
verted. Sometimes it is wise to tell the name of the selection, 
or perhaps the story it tells. 
It is important for the teacher to remember that repetit i o 
of the music is the only way in which children 
ity with it. Mursell and Glenn1 remind us: 
Listening is something far more than mere 
passive receptivity. It is a process of selec-
tion, of noticing. We attend to those things 
to which we respond. 
Mursell and Glenn2 further go on to point out: 
There is a wide variety of styles, periods, 
and grades of music which should be included. 
Enough of a range of music should be used to make 
it possible for the pupils to discover for them-
selves their capacities for enjoyment... The 
repertoires should include as much really great 
music as possible ••• the primary aim should be to 
create for the pupil a core of familiar and well-
loved music ••• we should return many times to com-
positions the children have already heard and 
enjoyed, and try to s~aw them deeper meanings and 
richer beauties than they had previously received. 
Meyers3 holds very much the same view: 
An important function of the program of · 
teaching for appreciation is to supply a wide 
variety of experiences from whiCh children can 
gain basic information necessary for recognizing, judging, comparing, or contrasting different 
types or styles, or moods of music. 
For examp1e~ the teacher might p1ay two records and ask the 
group which music made them think of dancing fairies, or march-
II bid. ~ p • 115. 
2 Ibid., P• 115. 
3Meyers, op. cit., P• 133. 
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ing soldiers. Or perhaps she might elicit different types, .. 
styles, or moods of music. Can the group distinguish between 
rollicking rhythm and clear, light melody~ 
The phonograph, while it cannot take the place of "live" 
music, seems the best means of offering a variety of music. A 
great wealth of musical masterpieces may be heard at will. 
Barbour and Freemanl make these observations in the selec-
tion of a suitable record machine: 
The type of record player probably best suited 
to children is a separate turn-table arrangement 
which is connected electrically so that it plays 
through the radio. For use by children, this outfit 
is most practical because it means only the turning 
on of two simple switches, one on the radio and the 
other to start the turn-table operating. The pick-
up arm on such an outfit is rather important. The 
function of the arm is to . take the mechanical energy 
from the grooves on the disc. It is necessary, there-
fore, that the tone arm be sufficiently sensitive to 
record a good range of frequencies. A pick-up arm 
which has a range from 50 to ?,000 cycles will be 
adequate for the average listener and will give him, 
with good reproducing equipment, satisfactory lis-
tening experiences. 
For children, it is best to have standard turn-
table speed which operates at approximately ?8 
revolutions per minute. Thi s constant speed motor 
will insure the playing of the music at the proper 
pitch and it is less likely t o get out of order than 
a type which can be changed from ?8 to 33~ revolu-
tions. The number of slow-playing records in common 
use is so small it is not necessary to have a turn-
table to play at both 78 and 33! revolutions per 
minute. Of course, the foregoing does not mean that 
if you already own an excellent, but intricate, 
player with automatic record changer that you must 
dash out and buy another for the benefit of the 
children. The only disadvantage with your present 
IHarriot Buxton Barbour and Warren s. Freeman. How To 
Teach Children · to Know Music. New York: Smith and Durrell~ 
1942. P• 2-4. 
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set-up will be that you will have to run it for the 
children until they are mature enough to be entrusted 
with the elaborate mechanism. But if you have chil-
dren and are investing in a record player for the 
first time, you may as well get it with the yO\mgsters 
in mind. 
How soon a child can operate such a maChine de-
pends on the child--not alone on responsibility or 
temperament, but to a larger degree on the necessary 
muscular control which develops earlier in some chil-
dren than in others. A good many children have been 
known to be able to play their own records at the age 
of three; with others, it is a bit too costly a diver-
sion until a year or two later. 
In the selection of records, it is well to keep permanence 
in mind. While it would be practically impossible to give an 
arbitrary list of records which would conform to the "right" 
musical diet for all young children, some suggestions of various 
types of music suitable for children in the early stages of 
musical development may be found elsewhere in this paper. 
Informal music experiences have more value for Children 
than formal concerts. Small children do not want to be told, 
rather they must find out for themselves. 
The community offers many sources of music. An organist 
in a local church might be willing to play for the children, 
let them experiment with music making. Perhaps parents with 
musical talent have been overlooked. Vfuat better way to 
acquaint children with various instruments than to invite the 
parents into the schoolroom. An excellent way to bring about 
partnership with home and school. Sheehyl points out: 
lEmma Dickson Sheehy. There's Music in Children. 
New York: Henry Holt and Co~pany, 1946. p. 98. 
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Cooperation is a two-way process, and the more 
we can call upon parents to lend their abilities to 
the school, the richer are the experiences we can 
offer to the children, to say nothing o~ the value 
of the relationship among parent, child, and teacher 
that inevitably emerges. 
High scQool band or orchestra members may be willing to 
share their talents. It is essential to remember much is 
gained in working with small groups of children, so each of the 
children may have the opportunity to feel, to touch, or to try. 
Formal concerts are usually too long and seats much too 
uncomfortable for young children. Foster and Headleyl state: 
A single phonograph record or a few simple 
numbers ~played by skilled people on such instru-
ments as the violin, the cello, the accordian, 
or the flute will mean more to the children than 
an hour's concert in a great auditorium. 
In planning musical experiences for young children it is 
important for teachers to remember the words of Sheehy:2 
Children must be left free to feel about music, 
each in his own particular way. We do not ask 
questions about it, nor on the other hand, do we 
hesitate to talk with them about it or help to 
extend their information and understanding if they 
seem to want this. We try always to remember, how-
ever, that verbal responses are not necessarily 
indicative of music appreciation. 
Finally, keeping in mind the modern school is teaching all 
children, Alschuler3 says: 
lJosephine Foster and Neith E. Headley. Education in the 
Kindergarten. Boston: American Book Company, 1948. p. 24?. 
2 . Sheehy, op. cit., P• 103. 
3Rose Alschuler. Two To Six. New York: William Morrow 
Company, 193?. p. 99. 
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It is more important to build up an attitude of 
enjoyment of good music than to stress any technique 
for teaching it. It is better to stop while the 
child is asking for more rather than to chance his 
becoming over-tired or bored by it. 
Let us be sure to keep music spontaneous and 
have it :run. 
Research in Relation to Music Reading Readiness 
.;..;..;.-.....=:;;....;;..;... - -
Even before the child is guided in school in the learning 
of enjoyable songs, he has some background in music. He has 
been exposed to singing by other members of the frunily. He has 
learned children's singing games during playtime. He has heard 
the radio, phonograph, and other instruments. He has heard the 
boiling of the tea kettle, sounds of mechanical toys, bird 
calls, and the rhythmic ticking of the clock. Colemanl gives 
us excellent advice in the importance of experience preceding 
the actual learning process: 
Does not a Child learn to speak his language 
before he learns to read it; and shall he not say 
musical things, with his fingers as well as his 
voice, before he reads them? Herbert Spencer re-
minded us years ago that the thing should be taught 
before the sumbol of it--that the experience should 
come before knowledge--but we have been slow to 
realize how ruthlessly we have broken that educa-
tional principle in our music teaching. 
Before music reading readiness can be expected, the child 
experiences singing readiness which is very well defined by 
Meyers: 2 "singing readiness is the desire of children to sing. 
Isatis N. Coleman. Creative Music for Children. New York: 
G. p. putnam's Sons, 1922. p. f6. 
3 1_ 
2Louise K. Meyers. Teaching Children Music in the Elemen-
tary School. New York: Prentice Hall, Inc., 195o. p. 45. 
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\i.hen child interests and growth are taken into account, singing 
is enjoyable." 
The outgrmvth of pleasant and enjoyable singing is the 
reading readiness of music. Much rote singing has preceded the 
readiness program. A teacher must help children develop proper 
attitudes in music. Through her interest and enthusiasm, a 
great deal of rich feeling is transmitted to the pupils and 
from this' results a desirable music program. A teacher's ap-
proach and presentation are important. Her singing voice re-
flects in the attitudes of her children. Kinscellal believes: 
It is important that the teacher sing in a light 
voice with absolutely correct intonation, since the 
tone ~ality shown by children in the early grades 
is almost entirely the result of imitation. Grad-
ually through this imitation and maturity will arise 
the evidence of readiness. 
In defining this type of readiness Meyers2 offers: 
Music reading readiness is the ·term used to 
identify those skills and experiences that prepare 
a person to interpret the symbols of music imme-
diately and automatically upon recognition. 
Meyers3 also states: "A feeling for note values is one of 
the important phases of music reading readiness." 
Readiness to read music involves some factors which are 
within the instructor's powers to control. She can provide 
much rich music experience and background f~r the children • 
. laertrude H. Kinscella and Elizabeth M. Tierney. Music in 
the Small School. University of Nebraska: Henzlik and Brady, 
1937. P• 55. 
2 and 3Meyers, op. cit., P• 149, 45. 
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However, the chronological age o~ the child has some bearing 
upon readiness. It is a general feeling that this age is not 
before the age of eight. 
Mursel11 states: 
Reading in music calls for the precise action 
of the small directive muscles of the eyes. It 
would seem pretty clear that with the great majority 
of children the ages of six, seven, and even eight 
are too soon for them to start learning it to real 
efficiency. 
General music experience, as has been expressed, precedes 
the reading program. However, the social readiness is a con-
sideration which should be mentioned. Mursell2 advises: 
Moreover, we should bear in mind that readiness 
is by no means wholly dependent on the internal 
maturing of the organism, but is also to a consider-
able extent the result o~ social pressures and ex-
pectations. The child who is quite unready to learn 
to read a marru.factured song which has neither interest, 
appeal, or significance for him, but just appears as 
another job, may tackle the not~tional problems of 
music he has heard over the radio, or of patriotic 
music with surprising eagerness and success. 
When the child is ready to analyze fUrther than rote sing-
ing, the written music symbol, it should have experience mean-
ing to him. The teaching of notes of the scale must be more 
than so-called drill. Crossley3 feels: "One of the fundamental 
abilities of music reading is the ability to hear mentally the 
!James L. Mursell and Mabelle Glenn. The Psychology of 
School Music Teaching. Boston: Silver Burdett Company, 1938. 
P• 246. 
2Ibid., P• 245. 
3B. Alice Crossley. '~he Construction and Evaluation of a 
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pitch of the written symbol." 
saucierl shows an excellent comparison of music reading 
readiness to reading readiness and points out that over-emphasi 
on reading music may be hazardous: 
••• teachers of reading once demanded the rote 
memorization of the letters of the alphabet as a 
preliminary to reading itself. Also, the Child was 
supposed to spend a year on one reader. Now, how-
ever, the most efficient teaching of reading concen-
trates on actual reading from the very beginning with 
practically no attention to the· alphabet as such, and 
incidentally, children under this system frequently 
read dozens of books where they formerly read one. 
One wonders if some teachers of music do not 
have a pride in their nomenclature. The way in 
which they cling· so tenaciously to it strongly sug-
gests •••• A music program with higher ideals of 
usefulness should be carried out in schools. There 
has been an over-emphasis on drill •••• We must 
avoid excessive emphasis on reading the score •••• 
The modern school gives great consideration in planning 
the readiness program and making it a pleasant experience which 
will lead to favorable learning. The aim is to prevent the 
arising of a feeling of dislike which syllable reading in the 
past has done. The purposes behind the new studied and pre-
sentations of readiness material are to provide gains in music 
power as well as preserving the fun in music learning. 
To conclude the discussion, Murse112 expresses his views 
on readiness which are worth consideration: 
1w. A· Saucier. Theory and Practice in the Elementary 
School. New York: Macmillan Company, 1941. p. 3?7-378. 
2James L. Mursell. 
Ginn and Company, 1948. 
Education for Musical Growth. 
P• 62. 
Boston: 
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So the concept o~ readiness, i~ it must be used 
at all, should never suggest that there are de~inite, 
separable stages in musical growth, but should only 
stand as a warning not to try to impart something to 
a learner be~ore he is capable o~ benefiting from it, 
which is tolerably obvious through much neglected 
advice. 
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CHAPTER III 
SUGGESTED MUSIC ACTIVITIES 
FOR GRADES ONE AND TWO 
In the f ollowing pages, the writers have briefly 
outlined a six point program for the first and second 
grades. Each subject has been discussed with a view 
to clari fying not only background information for the 
teacher, but also techniques for teaching. 
I. Singing 
CHAPTER III 
SUGGESTED MUSIC ACTIVITIES 
FOR GRADES ONE AND TWO 
A· Vocal Music--
Singing is the piece de resistance of a well-
rounded music program. \Vhen children are happy it is 
very natural for them to sing. Music is a means of 
communication that is very close to the experiences 
and interests of children. Music and children go hand 
i n hand. Relaxed, pleasant surroundings are of para-
mount importance if we wish children to develop genu-
ine love for singing. 
B. The Child Voice--
The child v oice of six and seven covers a very 
wide range of var i able aspects. One cannot say the 
child voice is high or low, delicate or raucous. It 
depends where and when the child uses his voice and 
what motivates the singing. 
Children at the ages of six and seven have two 
voices. One is the "play voice" or chest voice , often 
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a very unpleasant sound. The other is a light, shrill, 
head voice. Children should be encouraged at all 
t imes to sing with this light, thin voice. Guard 
against such expressions as "Sing with little voices" 
for fear of encouraging breathy, unnatural tones. 
By providing daily opportunities for singing ex-
periences, children will become increasingly more 
conscious of the variety of tones they can produce 
with their own voices. Gradually the child will lis-
ten to the voices of others and together they may find 
appropriate ways to express song meanings. 
Love of singing is of first important in building 
a music program. Good tone and beautiful voices are 
not brought about by vocal training techniques. Spe ci· 
fie training may be used only with the cooperation and 
interest of the children. Rather than drill on tone 
quality in the singing experience, the imaginative 
interpretation and pleasant tone quality should be an 
anticipated and expected outgrowth. 
C. Indi,;id.ual Differences in Singing--
In planning a reading program with any hetero-
geneous grouping of children, the teacher must give 
considerable time to the individual children and form 
reading groups according to the varying abilities of 
the group. 
Likewise, in planning a music program, individual 
differences in singing abilities may be expected. 
Children are not equal 'in musical ability and adjust-
menta are imperative to provide musical experiences 
which will meet and benefit the individual needs of 
the children. It may be desirable to divide the class 
into several small groups in order for the teacher to 
better diagnose and plan for individual growth within 
the music period. 
Group 1-: 
Children in this group will be able to sing the 
song correctly individually and with the class. Their 
voices will be helpful to the entire class, however, 
they should not be allowed to dominate every singing 
situation. 
Group 2-: 
Children in this group may be able to sing the 
song correctly with the assistance of Group 1, but can 
sing only short phrases of the song by themselves. 
These children need work on short phrases from the 
song to be taught, both individual:Jy and with the group. 
Group 3-: 
Some children i n this group can sing only a small 
group of tones from a simple song. Many will not be 
able to carry a complete phrase. There will be some 
who will find difficulty in matching a single tone. 
Each child must have continued experience in 
matching single tones, sung by the teacher, gradually 
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enlarging to two or three tones taken from a song pre-
viously learned, or tone calls sung by the teacher. 
It is wise for the teacher to transpose her song to 
meet the pitch of the child. He can then be gradually 
raised as he develops security. Calls may be used 
singing the names of the children, bird calls, or a 
peddlar selling his wares. 
For low-pitch voices, children might imitate a 
fire siren beginning on a low tone and ascending to a 
higher tone. High-pitch voices might begin on a high 
tone and descend the scale to a lower tone. Listening 
to songs for high and low tones and places where the 
music rtgoes up or down" is good practice for this 
group. 
There are various causes for some children's in-
ability to match tones. Slowness of development may 
be one cause, inattention, lack of voice coordination 
and lack of any previous singing experiences may be 
other causes • 
Each child should be encouraged to take part in 
a widening range of musical activities at his own rate 
of speed. Independence is built up gradually by 
active and pleasurable participation. Young children 
need to feel secure, they must have the feeling of 
being wanted and belonging. Undue concern on the part 
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of the teacher or parents will surely create fear and 
uncertainty in the minds of the children. At no time, 
in or out of school, should a child be made to feel 
that his voice is funny, or unpleasant. It may be 
different and need improvement, as other children may 
need improvement in other areas. Working and playing 
together, a feeling of oneness is of primary concern 
in grades one and two. 
Children learn to sing by singing. The music 
program must provide the kinds of experiences that 
will stimulate and encourage all the children to sing 
to the best of their ability without feelings of fail-
ure and self-consciousness. Good attitudes are just 
as important, if not more so, than good singing voice~ 
D. Songs of Interest to Children-· 
Children respond readily to songs that express 
the interests of childhood. Songs that are simple, 
brief, and repetitious sing themselves. These may in-
clude folk songs, counting rhymes, hymns, simple songs 
in other languages, patriotic songs, community songs, 
children's songs, lullabies, humorous songs, singing 
games, and many beautiful Christmas carols. 
Age level is unimportant when singing and enjoy-
ing many folk songs, patriotic songs, hymns, and 
Christmas carols. These are songs which children, 
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teacher if she feels confidence in her own singing and 
can put children at ease. Every song has its own 
spirit and mood. The teacher can easily convey the 
understanding of the song to the children with her 
interpretation. 
In teaching songs to children it is important to 
keep in mind the pitch and range of the child voice. 
Most singing tones of young children lie between 
middle C and the fifth line F on the treble staff. 
Children acquire confidence in their own singing 
ability more readily when singing in a comfortable 
range. 
Accompaniment is not essential for teaching songs. 
A piano will be a great convenience in learning new 
material, but never should substitute or dominate the 
singing of Children. The piano should serve as a 
background to enrich the singing, never so loud that 
it will weaken independent singing. A pitch pipe may 
prove valuable when no piano is available, for the 
teacher to check pitch at the beginning and at the 
end of a song. 
F. Objectives Desired in Teaching Songs--
General Objective: To help each child develop a love 
for music and enjoy participation in musical acti-
vities. 
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Specific Objectives: 
1. To develop individual ability to sing simple 
songs rhythmically with a clear, light tone. 
2. To provide opportunity for group singing, social 
participation important for musical growth. 
3. To develop desire and ability to reproduce 
certain tones and phrases. 
4. To foster genuine appreciation of good music 
through singing and listening. 
5. To stimulate desire for self-expression, either 
by singing individually or creating original 
melodies or words to familiar music. 
6. To enrich the song repertory. 
G. Suggested Procedure for Teaching a Rote Song--
1. The teacher should s ing song for two or three 
days previous to teaching it to the group. In 
this way, she enables them to become familiar 
with the song as a whole and builds up a desire 
to learn the song. 
2. ~Vhen the song is to be taught, the teacher sings 
the entire song to the class. A discussion of 
the words and meaning of the song may follow. 
3. Sing entire song again. 
4. If the song is brief and simple, the teacher may 
ask class to join her in singing song again, 
parents, and grandparents may enjoy to~ther. 
Growing, learning, and laughter are the rich 
heritage of childhood. The rich social experience of 
sharing songs with older people and the deep inner 
satisfaction and pleasure that accompanies the exper-
ience are the very reasons that songs and music live 
through the years. 
When choosing songs for children, it is well to 
keep in mind these points: 
1. Check range and difficulty of song. 
2. Select songs that are short with easy intervals. 
3. Do children like the song? 
4. Check to see if rhythm of music is smooth and 
lilting. 
5. Does the music qualify as good music? 
E. Teaching Songs to Children--
Too often all music is confined to a particular 
allotted time during the day. Young children sing vexy 
spontaneously about many things during the day, maybe 
a pet visits school, a fire engine going by, a story, 
or a picture just painted, the arrival of a new baby, 
or a special occasion. These incidents offer the 
teacher many opportunities to encourage informal spon-
taneous singing. Social motivation is an important 
factor in nourishing musical growth. 
The writers do not mean to imply that regular 
music periods are not desirable. They are as impor-
tant as reading, painting, or story periods. In 
regular music periods, attention must be given to 
dealing with individual deeds, developing better group 
singing, and enlarging the repertoire of songs. The 
music period should serve to bring together and co-
ordinate the many musical experiences of the day& 
New songs to be introduced at the beginning of 
the year should be short, simple, and repetitious, 
making it easy for children to join in singing imme-
diately. Children love to sing and want to sing. 
Naturally there will be mistakes, but in the beginnin& 
spontaniety and , the enthusiasm and joy of singing are 
of prime importance. 
The teacher who is naturally blessed with a good 
ear for music and voice that is true is indeed for-
tunate, however, most important of all, good voice or 
not, the teacher must be sympathetic and willing to 
give assistance. Teachers must familiarize themselves 
thoroughly with the music before attempting teaching 
the song. A teacher who enjoys singing and sharing 
her love of song with children will find it easy to 
have singing pupils. 
Children enjoy listening to the singing of their 
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previous hearings of the song have familiarized 
children with the song. 
5. The teacher assists with difficult phrases and 
the children sing with her to correct errors. 
6. If the song is more difficult, the teacher will 
sing each phrase several times and have the 
class repeat it after her until the entire song 
is sung. 
7. The teacher then sings entire song and has the 
children repeat it . If the song is long or 
difficult, the same procedure will need to be 
repeated at another time. 
H. Suggested List of Various Types of Songs Suitable for 
Grades One and Two--
1. Folk Songs: 
Home on the Range 
The Riddle 
On Top of Old Smolcy 
Skip to My Lou 
Down In The Valley 
De Camptown Ladies 
The Young Voyageur 
Oh, Susannah 
She 111 Be Comin' Round the Mountain 
Mary Wore a Red Dress 
2. Songs in Other Languages: 
Il Etait Une Bergere 
Frere Jacques 
Sur le pont d'Avignon 
Ach, du lieber Augustin 
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3. 
4. 
5 . 
6. 
Patriotic Songs: 
America 
Yankee Doodle 
Star Spangled Banner 
There Are Many Flags in Many Lands 
America, The Beautiful 
Battle Hwron of the Republic 
Humorous Songs: 
Little Ducky Duddle 
This Old Mare 
Just Fun 
The Frog and The Mouse 
The Crawda.d Hole 
The Blue Tail Fly 
Christmas Songs: 
I Wish You a Merry Christmas 
Christmas Secrets 
Away in a Manger 
0, Little Town of Bethleh em 
0 Come, Little Children 
Silent Night 
Up On the House 
Christmas is Here 
~fuen Santa Ride s 
Singing Games: 
Here We Go Round the Mulberry Bush 
Looby Loo 
Bluebird, Bluebird 
London Bridge 
Jingle at the Windows 
The Farmer in the Dell 
Round and Round the Vil lage 
Did You Ever See a Lassie? 
The Muffin Man 
Oats and Beans 
7. Other suitable songs for children may be found 
in any of the books listed in the following 
bibliography. 
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I• Music Books Suitable For Use In Grades One and Two--
Armitage, Theresa and others. Our First Music. 
Boston: c. c. Birchard Company, 1941. 
Beattie, John w. and others. The American Singer 
Book One, Book Two. Boston: American Book 
Company, 1950. 
Boni, Margaret Bradford. Fireside Book of Folk 
Songs. New York: Simon and Schuster, 1947. 
Caesar, Irving. Sing a Song o~ Safety. New York: 
Irving Caesar Publisher, 1947. 
Crowninshield, Ethel. Stories That Sing. Boston: 
Boston Music Company, l945. 
----~------~--~--· Songs and Stories About Animals. Boston: Boston Music Company, 1947. 
Glenn, Mabelle and others. Listen and Sing. 
Boston: Ginn and Company, 1~43. 
Landeck, Beatrice. Songs to Grow On. New York: 
Edward B. Marks Music Corporation, 1950. 
McConathy, Osbourne and others. New Music Horizons-
Experien~es in Music For First Grade Children. 
New York: Silver Burdett, 1949. 
--~T-~~~----~----~-=~~-· The Music Hour in the Kindergarten and First Grade. New York: 
Silver Burdett, 1938. · 
Pitts, Lilla Belle and others. Singing On Our Way. 
Boston: Ginn and Company, 1949. 
----~~~----~------~--~--· Teaching Suggestions 
and Piano Accompaniments - Singing and Rhyming. 
Boston: Ginn and Company, 1950. 
--~~~--~--~----~----~~· The First Grade ~· Boston: Ginn and Company, 1949. 
Seeger, Ruth Crawford. American Folk Songs for 
Children. Garden City, New York: Doubleday 
ana Company, 1948. 
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II. Rhythmic Expression 
Rhythmic expression is one of the most important 
phases of musical activities for first and second grade 
children. It is a natural outlet for them -- for some it 
is a release and a means of expression and for others it 
is a means of acquiring the benefits of this activity. In 
other words, it is most beneficial to all types of chil-
dren whether inhibited or aggressive, eager to perform or 
reluctant. 
A· Rhythmic Response in Children--
Children are naturally endowed with response to 
rhythm. This is preceded by responses initiated from 
the child in his play and activities. He loves 
tapping, clapping, marching, bouncing, skipping, 
hopping, swinging, chanting in rhythm. All these are 
completely detached from directed response. These 
mentioned activities are with him from almost the time 
of infancy. To develop these responses beyond the 
crude stage, we guide the child through games, poems, 
nursery rhymes, and songs which utilize and strengthen 
instinctive responses. Some of the early activtties 
utilize singing games such as Farmer ~ the .Dell, 
Looby, Loo, jQmp rope rhymes, ball bouncing verses, 
and all the nursery rhymes so well-loved by little 
ones. 
4.9 
B. Free Rhythmic Play--
· There are several requisites to successful pro-
vision for free expression--two of the more import ant 
being space and proper types of equipment (victrola 
or piano or both). To develop further the rhythmic 
response in children, some type of accompaniment is 
adapted to the activity. In selecting for rhythmic 
response, it is important to have simplicity of melo-
dy and high quality material. Variety should be con-
sidered to meet the individual responses through mood, 
tempo, volume. It must be kept in mind music moods of 
individuals vary greatly. Much is revealed to the 
t eacher from the free expression. The child's emo-
tional control, powers of attention, his attitude 
toward social participation and ability to listen and 
perform are strengthened. 
c. Imitative Play--
One of the greatest enjoyments a child ha s in 
the process of development is the imitative responses. 
He will gain muscular coordination, emotional growth, 
development of imagination, as well as adding to his 
knowledge through the imitative play. It is an art 
of childhood to translate his feelings and understand-
ings through physical response. He has acquired some 
knowledge about animals and displays this by Lmitating 
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the animals. He knows about the fireman, the~rmer, 
the train engineer, the builder, his father, his 
mother, his teacher and exhibits his reactions to all 
through the imitative outlet. 
D. Dramatic Play--
Through the early imitative responses is devel-
oped the dramatic play. These two are very closely 
related but the dramatic response is a little more 
organized. The children like to create their own re-
sponses to their ideas. This has great satisfaction 
for them. They enjoy using their own means for show-
ing likenesses and contrasts. They like to dramatize 
natural activities, life about them, stories they 
enjoy, and ideas which may develop through classroom 
activities. The amount of learning through large 
m1its of work is frequently summarized through rhyth-
mic dramatizations. This gives the children an 
opportunity to choose suitable music for their drama-
tic activities. It develops in them judgment and 
wise decision. 
E. Role of the Teacher--
The teacher guides - not actually acts as an 
instructor. It is her duty to provide proper atmos-
phere and equipment. She stimulates the children 
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through her responsive attitude and actual enjoyment 
and participation with the children. She must be 
receptive to the children's suggestions and willing 
to cooperate in their planning. It is her duty to 
plan and provide sufficient time for proper d~velop­
ment of the rhythm activities program. 
She should have the interest to equip herself 
with background and access to materials which will 
provide utmost results for both herself and her pupil~ 
p. Suggested Lesson Procedure-- (This is for free 
rhythmic response to music from victrola or piano.) 
1. Provide proper time for activity. 
a. Sometimes it is best to break up the work 
period with a rhythmic activity. 
b. Sometimes it may come at a time when the 
children's suggestions should be worked 
with or else it will lose its interest 
motive. It may result from music brought 
to school by a child. 
2. Select various types of music if it is an infor-
mal activity. This will give opportunity for 
muscular release. Slow, fast, smooth, synco-
pated elements of composition should be con-
sidered. 
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3. The time allottment can be fifteen minutes to 
half an hour depending on the situation at hand. 
4. Actual procedure. 
a. Play them music and have the children listen 
to it and interpret it silently. 
b. Play the music again and allow active 
response. 
c. Sometimes it is well to call attention of 
group to one particular child's interpre-
tation. The reasons for this are: 
(1) It is an opportunity to use this 
means to build a particular child's 
self-confidence. 
(2) It may be a means of calling atten-
tion to creativity and originality. 
F. Suggested Lesson Procedure-- (This is for directed 
rhythmic response from victrola or piano.) 
1. Plan what type of rhythm is to be used for the 
lesson. If it is a march melody, it must have 
clear, definite time and accent. 
2. Allow children to observe accent by either 
clapping their hands or quietly marking time 
with the feet. The response from the children 
must not overpower the music. The clapping is 
a sign that the stimulus is heard. 
========~====================~ 
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3. From the responses of the children, the teacher 
will detect those who are unable to mark 
accents in the music. 
4. For contrast use next a waltz tempo. 
G. suggested List of Rhythm Records--
Walki:qg 
March, "Al Ceste" Gluck 
March of the Toys - Victor Herbert 
Minuet, "Don Giovanni •t Mozart 
Running 
Badinage v. Herbert . 
Scherzo, "Midsummer Night's Dream" Mendelssohn 
Run, Run, Run Concone 
Tarantella Saint-Saens 
Tiptoein__g 
Minuet 
Pizzicat i 
Amaryllis 
Hopping 
Paderewski 
Delibes 
Ghys 
Entrance of the Little Fauns Pierne 
Johnny At The Fair English Folk Dance 
Highland Schottische Scottish Folk Dance 
L 1Arabesque - Burgmuller 
Jumping 
Dance of the Clowns, ''Midsummer Night 1 s Dream'• 
Mendelssohn 
Dance of the Tumblers, "Snow Maiden" Rimsky-
Korsakov 
Skipping 
Giga - Corelli 
Elfin Dance Jensen, Op. 33, No. 5 
Gathering Peascods English Folk Dance 
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Gallopin_g 
Postillion Godard, Op. 55, No. 1 
Light Cavalry Overture Suppi 
The Little Hunters Kullak 
Sliding 
Ozarina Gann 
Skating - Kullak 
Lott 1ist Tod Swedish Folk Dance 
Stretching and Bending 
Country Dance Weber 
Lullabies and Work Songs 
Waltz No. 2 Brahms 
Swinging and Swaying 
Walzer Gurlitt 
Waltzes 1, 2, 9 Brahms, Op. 39 
Valse Poldini 
Turning ~ Twisting 
March of the Dwarfs Grieg 
Spinning Song Mendelssohn 
The Music Box Liadow 
Beating ~ Shaking 
Dance Song - Omaha Dance 
Butterfly Dance Hope Dance 
Shuffling Feet Sioux Dance 
*These are Victor recordings and can be located 
in the Victor catalogue. 
H. Rhythm Band--
The rhythm band activity is a means of developing 
further the child's muscular control and his interests 
in producing sounds from his toys and other things 
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about him. There is much educational value for chil• 
dren through participation in rhythm bands. I t is an 
excellent means of developing rhythmic sense. It is 
also a means of training for good listening habits. 
Of course, it must be remembered that the process is 
deeper than just · listening and developing good rhyth-
mic sense. In order to do this with as much ben~fit 
as possible to the child, he must be allowed direct 
participation in suggesting and interpreting composi-
tions. It is a menas of increasing children's in-
terest in and enjoyment of music. It gives the child 
the freedom to interpret the rhythmic phase of the 
music program. The rhythm band provides social devel-
opment through group participation. It is desirable 
both from the standpoint of benefit to the child and 
also in aiding the teacher :- in understanding her chil~ 
dren, fo1• it is a creative outlet. Furthermore, 
rhythm band activities lead to developing interest 
and participation in instrumental activities in later 
life. 
1. Manipulation of instruments 
Children have a great desire to touch and 
manipulate everything w~ich they encounter. 
Rhythm instruments are a means in satisfying 
this desire. They are appropriate for children 
and are on their level of understandin·. 
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In the selecting of instruments, several 
things must be considered but the one which con-
siders manipulating qualities is the weight of 
the instruments. Light, attractive instruments 
appeal to children. Another thing to consider 
in providing rhythm instruments for a group is 
adaptability to individual degrees in developmen 
of muscular coordination of the children. 
2. Children's ~xperimenting, choosing, and .E_urposi:qg 
The Child should have free access to the 
rhythm instruments within control to preserve 
classroom organization. To maintain some form 
of organization, it is suggested that a corner 
of the classroom be devoted to setting up a 
table or box to display the instruments. The 
next step is to allow the children free time 
during the day to go to this corner i f they wish. 
Allow the children to use the i nstruments and 
become acquainted with the sounds and manipula-
tion. Opportunity should be provided to experi-
ment with rhythm sticks, triangles, xylophone, 
bells, tambourines, and drums. After the pre-
liminary experiences of listening and enjoyment, 
a feeling for merging instrument sounds will 
gradually develop. The results from this will 
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be delightful to the children. The next step 
will be applying the instrumental sounds to tunes 
familiar to the children. The xylophone is a 
means of enjoying familiar tunes. Children will 
readily pick up familiar tunes on this instru-
ment. 
To develop further the purpose of the 
rhythrfr instruments, the teacher guides the chil-
dren in planning accompaniment to music which is 
familiar to them and which they enjoy. The 
rhythm pattern of this music should be clear and 
well defined. There should be contrasts in 
style and melody and mood. A march rhythm is 
always appealing to children. They can actually 
plan their own nscore" for accompaniment. They 
must be familiar with the music--this familiar-
ity resulting from hearing the music many times. 
Now that the children are familiar with the 
instruments and the music, they may begin to or-
ganize the procedure. They will decide which 
instruments will be used most appropriately. . 
They should also be allowed to assign the instru 
ments to their fellow mates. 
Through the above described activities will 
result an awareness in the children of musical 
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feeling. They will begin to be aware of soft 
and loud music, high and low, slow and fast ~ al 
these which will contribute to broadening their 
musical scope and preparing them for greater 
understanding in the musical program which fol-
lows. 
After the children have decided which in-
struments are to play in certain sections of the 
"scoren, they should work out a means of aiding 
the conductor in following the "score" and 
leading for color in the music. This can be 
done on the blackboard. Children love to con-
duct their ~~n bands. They will learn to give 
directions to start and stop. They will gain a 
greater feeling of . satisfaction in their perfor·-
mance through all this mentioned. 
3. DeveloEinE Creative Expression 
The purpose of creative musical activities 
is to stimulate and encourage a wider spread of 
musical growth in children. Children senses are 
fresh and spontaneous and eager for use and de-
velopment. Thus, through the rhythm band activi 
ties is provided a means of outlet for original-
ity and enjoyment from direct creativity. To 
get successful results a teacher must find time 
-----·==== 
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and be receptive to children's suggestions and 
desires. It is up to her to encourage and help 
the children in the creative field. Now that 
the children have become familiar with their 
instruments and have enjoyed group participation 
in rhythm band activities, there will develop a 
feeling for making up their own songs and accom-
paniments. 
4. Suggested ~ £f instruments to purchase 
In considering purchase of rhythm instru-
ments, it is better to get few and good quality 
material with the idea -in mind of adding to the 
collection later. Instruments used for rhythms 
are those of the percussion section of a sym-
phony orchestra. The number of instruments will 
vary according to size of class and financial 
situation. The following is a list to aid in 
organizing rhythm material: 
1. Tambourines 
2. Cymbals 
3. Drums 
4. Triangles 
5. Castanets 
6. Bells 
7. Sticks 
---=-- --=----==-=-- -==== 
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8. Bird whistles 
9. Xylophone 
6. Suggestions !2£ making instruments 
a. Tambourine effect - metal discs an inch or 
so in diameter may be strung on a string 
or a piece of wire. 
b. Triangle sound - a long nail suspended on a 
string and struck by another nail may 
serve as a triangle. 
c. For tom tom or drum - an ordinary kitchen 
wooden mixing bowl with rubber or a thin 
piece of parchment tightly stretched over 
the top and fastened securely will serve 
as a drum. 
d. Cymbal sound - a thin tin lid of a frying 
pan or a pie pan suspended on a string 
and struck with a small mallet with a 
padded head can be used for this purpose. 
e. Various blocks of wood struck with sticks 
or wooden hammers will produce different 
sounds. 
f. Bells from toys or sleigh bells may be used. 
g. The children will enjoy making maracas from 
gourds. The gourds are dried, cut open 
slightly and filled with beans or small 
---=-==-=-=-==~F·~--===========,=================== 
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pebbles. Then they are sealed with tape 
or glue and painted and shellacked for a 
pleasant effect. 
7. Role ..Qf ~ teacher 
In the rhythm band program, the teacher's 
~irst role is to set up a proper atmosphere -
this means equipment, area , and interest. She 
will allow enough time within her program to 
develop the children's interests and enjoy with 
them the results of their experiments . She 
should be receptive to suggestions and should 
allow direct participation from the children. 
8. Suggested lesson procedure (This is for devel-
oping rhythm accompaniment to music from 
piano or victrola.) . 
a. The teacher will play the music several 
times to acquaint the children with the 
rhythm. 
b. The children will respond at first with 
clapping or marching. 
c. The music will be played again as children 
plan rhythm accompaniment with one or two 
of the instruments. These should be 
sticks and drums at first. 
d. As the spirit develops, more instruments 
are added in appropriate parts o~ the 
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music. These may be triangles, cymbals, 
bells. 
e. When all the instruments appropriate for 
the music are used, next comes the color-
ing such as loud and soft, fast and slow. 
f. The next step is planning a means of guide 
to color the music to aid a conductor 
which is chosen by the children. 
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Suggested list of records which may be used for rhythm 
activities and rhythm band.l 
PHONOGRAPH RECORDS 
V-!r Victor D* Decca C* Columbia 
Rhythmic 
Amaryllis, Ghys (orchestra} 
Come, Let Us Be Joyful, Mozart; and 
Broom Dance, Edward German (orchestra} 
Country Gardens and Shepherds' Hey, 
arr. by Grainger (orchestra) 
Country Dance, Weber; Country Dance, Beethoven; 
Gavotte, Handel; and Giga, Corella {orchestra) 
Gnomes, Reinhold; Dwarfs, Reinhold; Fairies, 
Schubert, and Clowns, from A Midsummer Night's 
Dream, Mendelssohn (orchestra) 
Les Pifferari, Gounod; Happy and Light of Heart, 
Balfe; Tarantella, Mende lssohn; Theme from 
Sonata in A, Mozart; Gavotte, Gossec; Nocturne, 
from A Midsummer Night's Dream, Mendelssohn; 
and Caprice - on ballet airs from Alceste, 
Gluck (orchestra) 
March from Aida, verdi; March of the Three Kings, 
Old French; Soldiers' Chorus from Il Trovatore, 
verdi, Toreador's Song from Carmen, Bizet; and 
Street Boys ' Parade from Carmen (orchestra} 
March of the Gnomes from the Christmas Tree Suite, 
Rebikov; and Allegretto from the Ballet of Faust, 
Gounod; March of the Dwarfs from the Lyric Suite, 
Grieg (orchestra) 
Boating on the Lake and Skating, Kullak; Waltzes 
and March, Gurlitt; La Bergerette, Burgmuller; 
Waltz, Schubert; Scherzo, Gurlitt; L'Arabesque, 
Burgmuller; and Tarantella, Saint Saens 
V-21938 
V-20448 
V-1666 
V-20451 
V-19882 
V-22765 
V-22764 
V-221'77 
(orchestra} V-20401 
lEmma Sheehy. There's Music in Children. New York: 
Henr Holt, 1946. • 113-115. 
64 
Polly, Put the Kettle On, folk; Lavender's Blue, 
folk; Waltz, Schubert; Come, Lasses and Lads, 
folk; John Peel, old hunting song; and .Marche 
Militaire, Schubert (orchestra) 
Pop Goes the Weasel and Norwegian Mountain March 
{orchestra) 
Run, Run, Run, Concone; Jumping and Running Game, 
Gurlitt; Air de Ballet, Jadassohn; and Waltzes 
No. 1, 2, and 9, Brahms (orchestra) 
Shepherds' Dance and Children's Dance, Edward 
German; Norwegian Dance, Grieg; and Swiss May 
Dance, tr•adi tional {orchestra) 
Soldiers' March, Schumann; March, Hollaender; 
March from the Nutcracker Suite, Tchaikovsky; 
and March from Alceste, Gluck (orchestr•a) 
Rataplan, IDonizetti; Serenata, Moszkowski; 
Waltz No. 5, Koschat; With Castanets, Reinecke; 
and Shadows, Schytte (orchestra) 
Dramatic 
Capering Kittens and Monkey Shines, Ganz; and 
Cat and Mouse, Copland (orchestra) 
Children's Corner Suite, Debussy (piano) 
Dancing Clock, Elwing (orchestra) 
Entrance of the Little Fauns, Pierne; Dance of 
the Chinese Dolls, Rebikov; and Witch, Clown, 
and Villain, from Marionettes, MacDowell 
(orchestra) 
Five Miniatures: By the Lake, Caravan Song, 
Waltz of a Teenie Doll, Hippopotamus Dance, 
and Mosquito Dance {orchestra) 
Hansel and Gretel, Humperdinck (orchestra) 
In a Bird Store, Lake (orchestra) 
Jumbo's Lullaby, Debussy; and The Little vVhite 
Donkey, Ibert (orchestra) 
V-22'766 
V-20151 
V-20162 
V-221'71 
V•22168 
V-22169 
D-23106 
V-'714'7 
c-265M 
V-22163 
V-4429 
V-22176/6 
D-23105 
D-23107 
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March of the Little Lead Soldiers, Pierne 
(orchestra) 
Memories of a Clock, Pirouetting, Music Box, 
Behind the Barracks, Rocking Horse, On 
Donkey Back, and Ra i n Drops, Carlos Salzedo 
Mirror Dance, Gounod; Elfenspiel Kjerulf; 
The Witch, Tchaikovsky; March of the Tin 
Soldiers, Tchaikovsky; Knight of the Hobby 
Horse, Schumann; The Clock, Kullak; 
Postillion, Goddard; and Peasants Dance, 
Schytte (orchestra) 
Mosiuito Dance (orchestra ) 
Music Box, Liadow (woodwing ensemble); and 
Oh vermeland, Thou Lovely, folk; (string 
ensemble) 
Of a Tailor and a Bear, MacDowell; The Wild 
Horseman, Schumann; and Spinning Song and 
The Little Hunters, Kullak (orchestra) 
Orare, jungle rhythm (drums and voice) 
Sheep and Goat Walking to the Pasture, 
Guion (orchestra) 
Toy Symphony, Haydn (orchestra) 
Turkey in the Straw, arr. Guion (orchestra) 
The Wild Horseman, The Rider 's Story, and The 
Knight of the Hobby Horse, from Scenes of 
Childhood, Schumann; and Solitary Flowers 
from Forest Scenes, Schumann (orchestra) 
V-19'730 
V-148'71 
V-20399 
V-4319 
V-19923 
V-20153 
D-18131 
V-10-1092 
V-20215 
V-4390 
V-22162 
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II 
III. Creative Expression 
A· Background of Experiences--
Each phase of a varied music program contributes 
to creative musical growth. Singing, rhythmic activi-
ty, listening, playing of instruments, and dramatic 
play all foster creative expression. Creative ex-
pression in music is not an activity set apart from 
other types of musical experiences, nor does it re-
quire entirely different conditions. 
The activities of the total school program pro-
vide a background of experiences from which the chil-
dren may draw in their creative expression. The sound 
of hammers, a siren, the noise of thunder, the howling 
of the wind, the sight of a beautiful rainbow, sun-
light on the water sparkling like diamonds, lovely 
spring flowers, the feel of falling rain or snow, 
walking in puddles, the .feel of sand between the toes, 
a kitten's silky fur, these and hundreds of others all 
are inspiration for imaginative growth and creativity. 
Children are extremely sensitive to sight, sound, 
movement, tastes, smells, various textures they can 
feel. In developing creative growth in little chil-
dren, we must give them many opportunities to enjoy 
and experiment with many sensory experiences. 
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B. Opportunity for Expression--
Dramatic play affords one of the best opportuni-
ties to observe beginnings of musical creative expres-
sion. 
Relaxed, happy children are very apt to sing 
while they play. With the rhythm of their own pound-
ing or hammering, they enjoy making up songs, making 
sound effects for the streamliner they have just made 
with blocks, singing in the housekeeping corner are 
just a few of the many instances when children enjoy 
music-making . 
Some of these songs nave freshness and inimitable 
charm, however, it is important to remember, the song 
or product is not the end result, but, rather the 
encouragement of the particular way of self-expression 
and experimentation. 
When a child makes up a song about the way a 
certain animal walks, or the way the steamboat sounds• 
the teacher may enrich the experience by inviting 
children to listen to and interpret music that is 
relevant using either the piano or phonograph record -
ings . 
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c. creative Reproduction--
In the beginnings o~ creative expression, again 
the important thing to remember is that children have 
something to say and that they feel free to sing, 
speak, dance, or play with no inhibitions. 
Song improvisations sometime begin in singing 
conversations, as answers to melodic questions. After 
many experiences of this kind, the children enjoy 
creating music ~or ~amiliar rhymes as well as creating 
words for familiar music • . 
Many times the creat i on o~ a song is motivated 
by some school situation. For example, a baby kitten 
may visit school, a trip may be taken to the Zoo, or 
a walk to watch carpenters at work on a new house in 
the neighborhood. The words may be written as a chart 
story or poem and later set to music. Often a child 
who never would feel ~ree to create words or a melody 
individually, will contribute spontaneously if the 
music-making is a group effort . 
Children usually create their songs in the ~ol­
lowing ways: words and melody together; words first, 
melody later, using either an original or familiar 
poem with an original melody; or melody first, words 
later, using either an original or familiar melody and 
original words . 
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The satisfying experience of creating a song 
thrills a child. Many songs are not worth recording, 
oftentimes it is impossible for t he child to repeat 
the tune exactly as originally given and if pressed 
to do so, creativity may be discouraged. 
Teachers must remember in any type of creative 
work the method is not the important step in stimula-
t ing creative effort, rather the encouragement and 
stimulation of children to further effort and creati-
vity is the desired goal . 
D. Role of Teacher--
The major responsibility of the teacher in 
planning for musical growth is to give opportunities 
for six and seven year olds to show their feelings of 
belonging, of importance, of freedom, and of social 
acceptance. 
Teachers must help each child develop his own 
personality by giving many opportunities for making 
choices and decisions. This in turn develops initia-
tive in children. 
Guidance and the giving of security to children 
are the two main contributions of the teacher. Always 
she must keep in mind the modern school has growing, 
active boys and girls who need an ever-widening 
musical program to enrich their lives and meet their 
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individual needs. 
A minimum of talking and a maximum of experience 
with music should be foremost in the minds and hearts 
of all teachers. 
IV. Listening 
A. Good Listening--
Listening is inherent in every phase of musical 
growth. There could be no singing, no instrumental 
music, no appreciation of the fine literature of 
music without the ability to hear. Listening to 
music with increasing sensitivity to tone and tonal 
relationships is gradually developed in children 
through their active participation in a divers i fied 
and varied musical program. 
Children must be good thinkers and have musical 
imagery in order to be good listeners. In addition, 
children are not ready to listen and "thinktt music 
until they have had many opportunities to act out and 
interpret their ~vn responses to music through singing 
rhythmic play, or playing rhythm instruments. 
Listening is so closely identified with all 
aspects of a carefully guided program of musical ex-
periences, we cannot set it apart but rather correlate 
it closely with the singing time, moments of creativi 
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rhythm band time, and rhythmic activity periods. 
However, we must bear in mind conditions for 
quiet listening differ somewhat from other musical 
activities. Time must always be set aside for chil-
dren to listen quietly with a singleness of purpose. 
B. Setting ~ Emotional Climate 
For good listening, physical comfort and a happy 
emotional atmosphere are of paramount importance. The 
teacher must keep in mind the attention span of six 
and seven year olds is brief, and the desire for acti-
vity is great. Little children will fidget, become 
restless, and start to whisper if asked to remain 
silent for too long a time. Varied approaches and 
procedures help to make the experience more interest-
ing. Give children the opportuni ty to make comments 
or suggestions, ask questions, clap the rhythm, or if 
suitable, hum the melody. 
The teacher plays an important role in setting 
the stage for discriminating and sensitive listening. 
She must listen attentively, then children will quick-
ly capture her mood and together they may enjoy the 
beauty of the music. 
========~=========?========---=-=--====================-~~==~~=-==============~======== 
c. Phonograph or Radio?--
Radio is definitely limited in its approach to 
little Children. Children's interests are scattered 
and fleeting, hence difficult to adjust to a listening 
schedule. 
For little children, timing is of tremendous im-
portance in planning satisfying musical experiences . 
Although the phonograph is not the answer to all our 
needs, it seems to offer a wealth and variety of music 
whiCh may be turned on at will. 
D. Music Children Like--
1. Familiar melodies - instrumental arrangements of 
songs that children know and enjoy should be 
provided, for example, the songs of Stephen 
Foster, ~~ Susannah, De Camptown Races, and 
Old Folks at Home. 
--- --~ 
2. Melodies that ~ simple - tunes that children 
are able to hum and sing are particularly en-
joyable. Prokofi ev 's Peter~ the~~ Tubby 
the ~' and the Nutcracker Suite are favorite 
with six and seven year old listeners. 
3. Music ~ ~ sheer beauty .Qf ~ - many selec-
tions played in their entirety would be over 
the heads of little children, however, excerpts 
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from these selections are very pleasing to them. 
Among these might be Saint Saens 1 ~ ~, 
Rimsky-Korsakov's Flight 2£ ~Bumblebee, 
Claire ~ ~ by Debussy, or !£! ~ ~ by 
MacDowell. 
Music~ suggest.s rhytgm ~activity -
Children not only enjoy lively music, but they 
recognize its close relationship to their own 
interests and needs. Turkey l!l the Straw, The 
-
Irish Washerwoman, Amaryllis, ~ Skater's 
Waltz, and John Philip Sousa's Stars and Strip~ 
Forever are favorites of this type. 
5. Storr music - children are highly imaginative and 
love stories of every sort that deal with sub-
jects pertaining to their needs and interests. 
Because schools are unable to invest large 
amounts of money for a record library, the se-
lection of recordings becomes an important task. 
Primarily, music of this kind should be musi-
cally good, should be short and to the point. 
Children eagerly anticipate what is to follow 
in a story, hence the story narrative on re-
cordings must be simple. 
Also children enjoy making up their .own 
stories about what the music says to them. 
Teachers should encourage the telling of these 
stories, making certain the interpretations are 
relevant to the music. Examples of story music 
are: Edvard Grieg's Elfin Dance, March of~ 
Little Lead Soldiers by Pierne, Dance of the 
---- --
Chinese Dolls from the Christmas ~ Suite by 
Rebikoff, ~ !!1£ Horseman by Robert Schumann, 
Carnival of Animals by Saint Saens, and the 
great favorite Tschaikowsky's Nutcracker Suite. 
E. Creative Response to Listening--
Periods of 1 istening must be planned remembering 
the brief attention span of six and seven year old 
children. When the music is completed an opportunity 
for expression either through conversation or activity 
must be given. Rhythmic responses with bodily move-
ment should be encouraged bearing in mind the needs of 
little children for activity. Fl~ee, large bodily re-
sponse, dancing, marching, skipping, or perhaps in-
venting a new rhythmic activity are important factors 
in a well-balanced listening program. Creative expres 
sion through the media of art may be a satisfying ex-
perience for many Children. 
F. Guided Listening-- . 
Guided listening is tremendously important in 
developing a basis for interpretation. Give children 
opportunities to listen for somet hing specific in the 
music. For some music it may be well to tell the 
story it tells, and in others let children make their 
own interpretation. Attention is easily distracted 
unless great care is given for specific listening. 
Children love the familiar, the anticipation of 
renewing previous associations. So, in planning the 
listening program, repetition of music is the one way 
in which children may develop their familiarit y with 
it . We should play many times compositions which chi:J:. 
dren have heard and enjoyed and try to give them 
richer, deeper meanings than they had previously re-
ceived. It is through repetition of music and a wide 
variety of experiences that children develop under-
standings which will enable them to recognize, compare, 
or judge music of different moods, types, or styles. 
Listening to the music of the masters for the 
purpose of enlarging the child 1 s acquaintance with 
music has its important function, but also of great 
significance is the active and discriminating under-
standing of the music children make for themselves. 
Children listen with as much delight to the efforts of 
their friends and classmates as to the more sophisti-
cated performances of the distinguished musicians. 
Unobtrusiveness is the key to listening pleasure. Too 
often teachers concern themselves with what to say 
about the mus ic rather than let the music speak for 
itself. 
G. Suggested Approaches for Listening--
At Christmas time children's interests are usuall 
concerned with Christmas trees and toys. It would be 
appropriate t o plan the listening program around their 
interests. 
"Boys and girls, what does this music tell you 
to do?" Play Christmas Tree March, Play A Tune, page 
35, without telling the t i tle. The children will re-
spond to the marching rhythm. "Would you march the 
same way if I told you this is a Christmas ~ March? 
Dis~1ssion will follow and suggestions by the 
children will be made, for example, they may think of 
children, toys, and dolls marching. Several children 
may be asked to show the group what the music made 
them think about, thus giving the opportunity for 
creative expression as well as repetition of the music. 
"Now we will hear some music that is written just 
ror toys - little lead soldiers. I wonder if you can 
close your eyes and think about little lead soldiers 
marching?" Play March of ~Little Lead Soldiers, 
Pierne. 
Select a few children to pretend they are 1 ittle 
lead soldiers in front of the group. A child who 
makes a good soldier may be the captain and choose a 
few more soldiers to join him. 
Play Parade .2f ~ V:lfooden Soldiers. 
"What kind of soldiers do you think could march 
to this music? 'If. ooden soldiers, that's right. How 
would wooden soldiers march? Yes, with stiff legs." 
As the music is played, children may volunteer 
to march like wooden soldiers. Class may select the 
most descriptive wooden soldier. 
"This would be good music to play some of our 
instruments. Let ' s have an orchestra for our wooden 
soldiers." 
"Very nice. The next music you will hear tells 
about another toy. How many of you have ever ridden 
on a rocking horse? Let's close our eyes and pretend 
we are riding one now." 
Play the Knight of the Hobby Horse, Robert 
Schumann, Victor 22162. 
If any of the group have caught the front and 
back rocki ng motion, let them demonstrate. By sugges 
ing that one foot be placed in front of the other, the 
rocking horse movement is easily felt . 
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Correlating creative activities may include 
rhythmic expression such as marching in imitation of 
toys and rocking of hobby horses~ pantomime of re-
corded selections, development of a play might arise 
from ideas suggested, drawings or paintings might come 
from the listening period. 
H. Suggested Lists of Recorded Music Suitable for Grades 
One and Two-~ 
The three lists that follow were taken from: 
Sheehy, Emma Dickson. There's Music in Children. 
New York: Henry Holt and Company, 1946. p. 116-
11'7. 
Barbour, Harriot Buxton and Freeman, Warren s. How to 
Teach Children to Know Music. New York: Smith 
and DUrrell Publisher, 1942. p. 240-242. 
Gesell, Arnold and Ilg, Frances. Infant and Child in 
the Culture of Today. New York: Harper and 
Brothers, 194~. P• 38'7-390. 
Music ~ Suggests Quiet Listenins 
Badinage, Herbert (piccolo); Legend of the 
Bells, Planquette (bells); Humoresque, 
Dvorak (violin); Scherzo from Third S~phony, 
Beethoven (bassoon); Minuet, Paderewski 
(viola); Gavotte, Popper (violin); Minuet, 
Beethoven (cornet); and Omaha Indian Game 
song, Kinscella (flute orchestra) 
Caprice Viennois, Kreisler (harmonica) 
Christmas Bells, Gilchrist; Good King Wenceslas, 
folk, Joy to the World, Handel; Deck the Halls, 
old Welsh air; We Three Kings of Orient Are, 
Hopkins; and The First Nowell, folk (chimes) 
Eine Kleine Nachtmusik, Mozart (xyl ophone) 
Espana Cain, Spanish folk dance (harmonica) 
Lullaby, and the Little Sandman, Brahms; Hush My 
Babe, Rousseau; Lullaby, Mozart, Cradle Song, 
Schubert; and sweet and Low, Barnby (violin) 
Lullaby, Mozart (xylophone) 
Minuet in G, Haydn (xylophone) 
Morning, Grieg (flute, oboe, piano); Vivate 
Bacchus, Mozart (piccolo, bassoon, pian~; 
Canzonetta, Gaspari (violin, ' cello, harp); 
serenade, Schubert, (cornet, trombone, piano); 
Lullaby, Emmett (bells, celesta); and Go, 
Pretty Rose, Marzial s (violin, flute, piano) 
(orchestra) 
Silent Night, Gruber (violin, flute, harp) 
To A Vi ild Rose, To A Water Lily, A Deserted 
Farm, and Of Br 1er Rabbit, MacDowell (piano) 
V-20164 
Schirmer 
?506 
V-20993 
D-23168 
Schirmer 
?508 
V-22160 
D-231?0 
D-231?1 
V-19926 
V-19822 
V-22161 
80 
Basic Record Library Lists 
V-Victor D-Decca c-colum.bia. 
Infancy to Four-
The swan (Le Cygne) - Saint Saens - V-1143, C-418M 
Cradle Song (Lullaby} - Brahms - D-18052, V-1756, V-4435 
0 Come, All Ye Faithful - Portugal - V-1945, C-247M 
Silent Night, Gruber - V-1947, V-6723, C-322M, D-20201 
When At Night I Go To Sleep, Humperdinck - V-P-38, D-K-13, 
V-25170, C-M-424 
Peter and the Wolf, (Opus 67) - Prokofieff - V-M566, D-A-130 
Four to Six-
Flight of the Bumble Bee - Rimsky-Korsakov - V-4376, C-67743-D, 
V-7193, V-1645 
Clair De Lune - , Debussy - V-1812, V-36228, D-18177 
To A Wild Rose -~ MacDowell - V-1152, V-26275 
To A Water Lily - MacDowell - V-1152, V-26275 
Carnival of Animals - Saint Saens - V-M-71 
Nutcracker Suite - Tschaikowsky - 0-M-395, V-G-5 
Children's Prayer - Humperdinck - V-1948 
The Star Spangled Banner - V-4430 
.America - V-4430 
The Harmonious Blacksmith - Handel - 0-68595-D, V-1193 
Toy Symphony - Haydn - C-7242-M, V-20215 
Hedge-Rose - Schubert - 0-9128-M, V-6926, V-24789 
Scherzo-Midsummer's Night Dream - Mendelssohn - V-7080 
Peer Gynt Suite - Grieg - 0-SetX-110, V-M-404 
Dance of the Happy Spirits - Gluck - C-69250-D, V-6834 
Stars and Stripes Forever - Sousa - V-1411, V-4392, V-20132, 
V-35805, V-26169 
Beautiful Blue Danube - Strauss - C-262-M, C-69275-D 
0 Sole Mio - DiCapua - D-23043, V-1263 
Six to Nine-
Nobody Knows De Trouble I've Seen - V-20068, V-4428 
01 1 Man River -Kern- V-1571, V-25376, V-35912 
Funiculi, Funicula - Denza - V-1763, D-23040 
Drink to Me Onl y With Thine Eyes - English - V-1238, V-22081, 
V-1"703, V-4322 
Toreador Song (Carmen) - Bizet - V-8124 
Danse Macabre - Saint Saens - V-14162 
I 
I 
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The Sorcerer's Apprentice - Dukas - V-7021 
Andante Cantabile - Tschaikowsky - C-7324 
March #1 in D (Pomp and Circumstance) - Elgar - V-11885 
Tales from the Vienna Woods - Strauss - V-15425 
It is impossible to arrange phonograph records according 
to age levels, because of the great range in ability and in-
terest of young children in music. The list includes the 
various kinds of music which children enjoy. However, all of 
these recordings will not appeal to all children. Therefore, 
the list should be used with discrimination• Albums not in-
frequently combine unsuitable with suitable records. It is 
regrettable that excellent records so often go quickly out of 
press. 
A useful guide to recorded music for children "from six 
months to sixteen years" is published by Oliver Durrell, Inc., 
New York, 194~ (Barbour and Freeman: The Children's Record 
Book, p. 38'7.) 
Capitol 
Number 
Album BD 2'7 
Album BD 52 
Dolumbia 
Number 
Album C-94 
Album M-481 
Album M-440 
Title 
Chisholm Trail and 
others 
Here Comes the Band 
Title 
Christmas Carols 
Music of Johann Strauss 
Patter Songs from 
Gilbert and Sullivan 
Composer 
ComEoser 
Strauss 
Gilbert & 
Sullivan 
Artist 
Tex 
Ritter 
Louis 
Castellucci 
Band 
Artist 
Lwn Murray 
Singers 
Kostelanetz 
Orchestra 
Nelson 
Eddy 
Album c-'79 
Decca 
Number 
Albums 4 
and 24 
c. v. 100 
c. v. 100 
c.s. 5 
AlbUms 113 
and 302 
Album 60'7 
Album 604 
Victor 
Number 
Album MS-4'78 
'7252 
Album M-354 
Album M-785 
Album IVI-639 
Yale Glee Club 
Title 
French Folk Songs 
for Children 
Mother Goose 
Nursery Rhymes 
Nursery Rhymes 
Songs of the South 
African veld 
America's Favorite 
Songs 
Songs to Grow On 
(School Days) 
Title 
American Spirituals 
Bolero (part 3) 
De Camptown Races 
(in Stephen Foster 
album) 
Carnival of the 
Animals 
The Children's Hour 
Composer 
Composer 
Marshall 
Bartholomew, 
Director 
Artist 
Louis 
Chartier 
Frank Luther 
Frank Luther 
Frank Luther 
Joseph Marai 
Bess Lomax, 
Pete Seeger, 
Tom Glazer, 
Butch Hawes 
Charity 
Bailey, Pete 
Seeger, Lead 
Belly Cisco 
Huston 
Artist 
Kenneth 
Spencer 
Ravel Koussevitsky 
Boston Sym-
phony Orch. 
Foster Richard 
Crooks 
Saint- Stokowski-
Saens Philadelphia 
Orchestra 
Debussy Barrere, 
Salzedo ,Britt 
flute,harp,cello 
Y-315 
43'75 
1645 
El Capitan March 
Espana Rapsodie 
The Flight of the 
Bumble Bee 
Album M-1086 · Folk Songs and Ballads 
2122 The Frog Went Courting 
11825 
10-12'13 
35'792 
11880 
35'792 
10-1089 
Y-9 
10-1273 
4314 
4390 
Y-9 
Album M-265 
Hallelujah Chorus 
Home of the Range 
A Hunt in the Black 
Forest 
I Got Plenty O' Nuttin' 
In a Clock Store 
2
1) Jazz Legat o 
) Jazz Pizzicat o 
Jingle Bells Fant asy 
The Last Round Up 
Marche Militaire 
Music Box 
The Night Before 
Christmas-Recitation 
Nutcracker Suite 
Sousa Stokowski-
Philadelphia . 
Orchestra 
Chabrier Fiedler-
Baston Pops 
Orchestra 
Rimsky- Jascha 
~tirsakov Heifitz 
> 
Handel 
Susan Reed 
John J. Niles 
Royal Choral 
Society 
Robert Merrill 
Voelker Victor Orch. 
Gershwin Lawrence 
Tibbett 
Orth Viet or Conceit 
Anderson Fiedler-
Baston Pops 
Orchestra 
Schubert 
Liadow 
Moore 
Tschai-
kowsky 
Victor Salon 
Orchestra 
Robert Merrill 
Fiedler-
Beaton Pops 
Orchestra 
Fiedler-
Beaton Pops 
Orchestra 
Milton Cross 
Stokowski-
Philadelphia 
Orchestra 
Album M-354 
2122 
11986 
439'7 
Y-315 
2168 
1896 
10-12'71 
4390 
14'726 
15800 
Oh, Susanna (in s. Foster Foster Richard Crooks 
album) 
The Old Woman and the Pig John J. Niles 
Poet and Peasant Overture Von 
Suppe 
Fiedler-
Beaton Pops 
Orchestra 
Pop Goes the Weasel 
Stars and Strips Forever 
Swing Low, sweet Chariot 
Trampin' 
Traumerei 
Turkey in the Straw 
Valse Trista 
Die Walkure 
Magic Fire Music 
Sousa 
Schu-
mann 
Fiedler-
Beaton Pops 
Orchestra 
Stokowski-
Philadelphia 
Orchestra 
John Thomas 
Marian 
Anderson 
Mischa Elman 
Fiedler-
Boston Pops 
Orchestra 
Sibe- Stokowski-
lius Philadelphia 
Orchestra 
Wagner Stokowski-
Philadelphia 
Orchestra 
Young Peoples Record Club-
403 Let's All Join In Peter Seeger 
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v. ~sic Reading Readiness 
A. Building Musical Understanding--
The scope of musical experiences in preparing the 
child for the music reading process is a sequence of 
musical activities which begins in the kindergarten 
and continues from grade to grade. These activities 
have been discussed in the previous pages with sugges-
tions for administrating them. In the kindergarten 
and first grades, the music program is informal. 
Music should be a pleasant experience in which the 
children all participate. Then comes the preparation 
for reading. This is not introduced until the latter 
part of the second grade. At this age, the ch ildren 
have reached the maturity which leads to a desire to 
delve further in the construction of music and its 
understanding. 
B. Music Reading Readiness--
In preparing the music reading program, the in-
dividual differences in children must be considered. 
Children vary in their interests in the musical pro-
gram. The average child takes music casually in his 
stride. Then there is the child with especially 
strong musical talents and interests. And there is 
the child who seemingly lacks interest or talent. The 
path to music reading is long but it need not be as 
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difficult as it often is. It is safe to assume that · 
all normal children respond to many kinds of music. 
Through this responsiveness will develop the desire 
to want to learn about the music notations which they 
see. Some children will get sufficient understandings 
from notations to clarify images of songs they sing. 
Some will get similar benefit from instrumental selec-
tions. For some children this development will come 
through interest in musical instruments. The final 
result is that the majority of pupils wi ll discover 
how much the visual patterns of notations will con-
tribute to deepening their appreciation of the :·com-
poser's efforts. The teacher must be prepared to 
guide reading activities in as many phases of musical 
expression as children are ready to accept success-
fUlly. Because of marked individual differences, the 
teacher must be able to provide a variety of approach 
to music reading. She must remember that, regardless 
of what grade the first attempts of note reading come, 
the process is not an easy one. It is generally ad-
vocated that this beginning of actual note reading 
wil l not take place until the latter part of the 
second grade. To be more specific in the description 
of reading readiness, the teacher should know that it 
consists of the recognition of symbols, the memory and 
recall of the sound, and the interpretation . 
1. Preschool year~ 
The teacher should be familiar with the 
child's background in music. This will help her 
to understand and provide properly for best re-
sults. It is not necessary to discuss in detail 
here the growth and development of the child be-
fore· he enters schools. However, just as a child 
explores and devel ops social meanings through 
feeling and singing, such are also the sources 
of reading readiness in the beginning stages. 
2. First y:e ars in scho oJ. 
To build ft1rther the child's musical exper-
iences, his first years in school will give him 
many varied musical activities. Music is a form 
of play for children and it is up to the teacher 
to provide this opportunity for the play which 
will teach the child about himself and the world 
about him. 
3. Primer stage 
Children should be given music primers when 
readiness is evident. Rarely will it be in the 
first grade. The songs are taught to the chil-
dren by rote in the first and second grades. 
While learning the song, or after it has been 
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learned, the children are led to notice certain 
fundamental musical effects. This is done pri-
marily in the second grade and beyond. The fol-
lowing is a list of musical meanings the child~en 
will learn: 
a. Tempo - Songs may be sung cpickly or slowly. 
After the teacher has r ·ead the words of a 
new song, she should let the children dis-
cuss the tempo. 
b. Pitch - Tones may be high or low. The tea-
cher will ask if the children can find the 
highest note and the low est note. 
c. Dynamics - Tones may be loud or soft. An-
other discussion will follow after the 
reading of the text. 
d. Time - Tones may be long or short. The 
teacher will ask the children to find a 
long tone in the song. Discuss what makes 
a tone a long tone. 
e. Architecture - Phrases may be just alike, 
almost alike, or different. This obser-
vance will be drawn from the children. 
f. Melody - Tones may flow upward or downward. 
The teacher might ask in which direction 
the tune in the first line goes. 
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g. Melody - Tones may move by steps or by skips 
or may be repeated. 
h. :Melodz - Skips may be wide or short. The 
teacher may ask the children to find a 
wide skip or a short skip in a particular 
song. 
c. Role of the Teacher--
First of all, it is a good teacher's duty to make 
use of all well -knovm children's songs. She must 
guide the children in the music reading as she has 
done in the reading program. She should train the 
children to treat a group of notes as a sentence. She 
should have an adequate supply of reading material. 
She should get books that are made up of easy artistic 
songs for the reading purpose but containing, at the 
same time, story interest and word difficulty to fit 
the individual needs. She should allow for discussion 
of the song the children are about to attempt to read. 
This may include title, mood, rhythms--anything that 
will add interest and value to the learning. 
D. Suggested Lesson Procedure-- (These are the first 
steps in introducing syllables or numbers for the 
sound they represent.) 
1. The teaCher should place the syllables in a 
vertical column on the blackboard. 
9 :[ 
2. She will ask the Children to sing £2 (or 1) as 
she points to it. 
3. She will point descending and ascending as the 
children sing. 
4. Then without telling the children what she will 
do, the teacher will then point the first few 
phrases of a familiar song. This may be Ameri~ 
or any other song which will prove appropriate. 
5. If the children do no t recognize the melody they 
just sang, She will repeat until they recognize 
the tune. 
D. Suggested Lesson Procedure-- {This will be the 
continuing process as the .initial steps in music 
reading.) 
1. The teacher will use a familiar song that the 
children can sing with words and syllables or 
numbers. 
2. She will place a tonal grouping from the song on 
the blackboard. 
3. She will sing it first . Then the class will sing 
it and lastly, individual children will sing it~ 
4. Then the children wil l find the same tonal group-
i ng in their books and sing it several times. 
5. Then they apply the words to the same grouping. 
6. The children then find a repetition of these 
notes and sing with syllables or numbers. 
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Then w-1 th "loo", and then with words. 
7. Then the teacher will have them turn to a song 
with the identical pattern of notes and sing 
it as they did in the first song. 
This procedure repeated many times with famili~ 
songs will be the beginnings of good building in note 
reading. 
Suggested list of accompaniment for rhythm band. 
Piano selections--
The First Grade Book - Lilla Belle Pitts, Mabelle Glenn~ 
--rorrain E. Water87 Boston: Ginn and Company, 1949. 
Tiptoe March - Gounod - p. 14. 
1Jilfaltz No. 1 - Brahms - p. 2'7. 
Skating - A. Gretchaninoff, Op. 98, No. 15 - p. 29. 
A Soldier's Life (march) - Balfe - p. 38. 
Christmas Tree March - Niels Gade, Op. 36 - p. 101. 
Circus Parade - Concone - p. 112. 
Waltz - Brahms - p. 139. 
Scherzo - Gurlitt - P• 14'7. 
Rhythm band scores--
Soldiers March - Schumann 
Gnomes - Reinhold 
Victor records-- appropriate for rhythm band accompaniment 
Valse - Poldini 
March of the Dwarfs - Grieg 
Dance Song - Omaha Dance 
Pop Goes the Weasel and Norwegian Mountain March 
(orchestra) 
Soldiers' March- Schumann 
March from the Nutcracker Suite - Tschaikowsky 
March of the Little Lead Sol'diers - Pierne 
Toy Symphony- Haydn · 
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SUMMARY AND CONCLUSIONS 
CHAPTER IV 
SUMMARY AND CONCLUSIONS 
The music program discussed in these pages is for the 
first and second grades of the elementary school. It has been 
used with children throughout the school year. The program 
aims to provide for flexibility and to meet the varying needs 
of individual differences. The writers have tried to describe 
and provide for through six areas in the music program: 
singing, rhythms, rhythm band, creative activity, listening, 
and music reading readiness. It is the aim to build emotional 
and social development in children through these activities. 
The background of pre-school life of the child has been dis-
cussed in order to better plan for successful growth in the 
primary grades in preparation for work beyond. The illustra-
tions can well show the response of the children through 
relaxed participation in one of the most appealing subjects to 
most people - music. 
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CHAPTER V 
.SUGGESTIONS FOR FURTHER RESEARCH 
CHAPTER V 
SUGGESTIONS FOR FURTHER RESEARCH 
.1. A study might be made of children's preferences of songs. 
2. Research in the field of children's enjoyment of appre-
ciation selections is another suggestion for further 
study. 
3. Many controversies exist as to the proper grade placement 
of music reading. Further research in this field might 
prove helpful. 
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APPENDIX 
This section is a series of photographs of first and 
second grade children participating in the various phases 
of .the music activities. 
A group of first and second grade children are gathered 
informally around the piano. They are singing and dramatizing 
one of their favorite songs while one child beats the rhythm 
on a drum. The drum has been constructed by the children. 


A group of first and second grade children are enjoying 
an informal singing period together. 
has expressed a desire to sing alone. 
ing to her. 
One of their classmates 
The others are listen-
- I I -
The classroom furniture has been pushed aside to provide 
room for a group of children to express rhythmic response to 
music from the victrola. 
I 
li 
II 
r 
I 
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A group of first grade children are participating in 
rhythm band activities. 
, 
Here we have some second grade children putting the 
finishing touches on classroom constructed rhythm instruments. 
These are gourds which have been filled with beans and sealed, 
then painted and shellaced. 

. 
A group of children are listening to music from the 
victrola nearby. They are expressing response through 
painting with watercolors. 
'I 
'' 
This little girl attended a Symphony Pops concert at 
which one of .her friends was the guest pianist. She wanted 
to paint her experience at the easel. 


A group of children are gathered informally around the 
victrola listening to some quiet music. 
a 
These children are thrilled to have one of their sixth 
grade friends play the piano for them• 


Some second grade children are getting preliminary 
knowledge in preparation for music reading. The words to a 
familiar song are on the blackboard. The words above them 
indicate the note placement of the melody. They are recog-
nizing the high notes and the low as well as parts of the 
melody which remain on the same note. Their hands indicate 
that the word pointed to is rtup" or a high note. 
